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Abstract	  
	  
This	  dissertation	  brings	  together	  a	  practical	  and	  theoretical	  component	  through	  a	  written	  
practice	  led	  examination	  of	  the	  concepts	  that	  define	  an	  artistic	  practice.	  Specifically	  by	  looking	  at	  
the	  Sublime	  and	  how	  it	  manifests	  itself	  within	  the	  work	  of	  the	  artists	  Tara	  Donovan,	  Ives	  Klein	  
and	  Ansie	  Nitegeka.	  The	  biography	  of	  the	  material	  is	  traced	  using	  Richards	  Bay	  and	  the	  key	  idea	  
of	  the	  dolos	  as	  a	  liminal	  marker,	  and	  its	  relationship	  to	  space,	  to	  trace	  the	  material	  impacts	  on	  
artistic	  process.	  The	  material	  impacts	  are	  extended	  using	  selected	  works	  from	  the	  artists	  and	  
their	  ways	  of	  making	  and	  connecting	  them	  to	  the	  concepts	  of	  the	  Sublime,	  material,	  
Emptiness/Nothingness/Void	  and	  the	  Self-­‐generating	  system.	  Resulting	  in	  works	  that	  are	  made	  
from	  materials	  that	  are	  traditionally	  inadequate.	  Concluding	  that	  through	  the	  access	  point	  of	  the	  
potential	  space	  something	  can	  be	  made	  from	  nothing.	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1.	  Introduction,	  by	  Way	  of	  Richards	  Bay






There	   is	   a	   kind	   of	   anadyomene	   movement,	   a	  
movement	   whereby	   something	   that	   has	   plunged	  
into	   the	   water	   momentarily	   reemerges,	   is	   born	  
before	  quickly	   plunging	   in	   again:	   it	   is	   the	  material	  
informis	   when	   it	   shows	   through	   form,	   it	   is	   the	  
presentation	   when	   it	   shows	   through	  
representation,	  it	  is	  opacity	  when	  it	  shows	  through	  
transparency,	  it	  is	  the	  visual	  when	  it	  shows	  through	  
the	  visible	  (Didi-­‐Huberman	  in	  Morley,	  1:u.k).	  
	  
An	   outcome	   of	  my	   undergraduate	   degree	   was	   a	  
body	  of	  work	  made	   completely	  out	  of	   tyres.	   The	  
entire	   body	   of	   work	   focused	   on	   the	   material	  
aspect	   of	   tyres	   and	   the	   inherent	   quality	   of	   the	  
material	   as	   a	   process-­‐orientated	   framework;	  
thereafter,	   my	   choice	   of	   material	   lead	   to	   the	  
association	  of	  tyres	  with	  my	  home	  town,	  Richards	  
Bay.	   The	   toxic	   nature	   of	   Richards	   Bay	   as	   an	  
industrial	  town,	  the	  colour	  of	  the	  tyres	  relating	  to	  
the	   coal	   terminal,	   the	   hazardous	   nature	   of	  
working	   with	   the	   tyres	   and	   the	   labour	   intensity	  
connected	  to	  preparing	  the	  tyres;	  the	  only	  way	  to	  
cut	   the	   tyres	   is	   with	   an	   angle	   grinder	   giving	   off	  
toxic	   smoke	   and	   melted	   rubber	   splatter,	  
reminding	   me	   of	   the	   often	   foul	   smelling	   air	   of	  
Richards	  Bay.	  	  
	  
Richards	  Bay	  has	  an	  industrial	   landscape	  with	  the	  
overpowering	   skyline	   of	   the	   aluminium	   smelter,	  
fertilizer	   plant	   and	   the	   coal	   terminal,	   bellowing	  
gasses	  out	  of	  huge	  chimneys.	  	  	  
	  
The	   industry	   in	   Richards	   Bay	   results	   in	   a	  
monochrome	   landscape,	   characterized	   by	  
fogginess,	   or	   a	   blanket	   haze	   of	   greyness,	   where	  
one	  is	  left	  with	  a	  bland	  memory	  of	  where	  it	  seems	  
most	  things	  are	  indistinct	  and	  far	  way.	  	  
	  
A	   place,	   where	   shift	   work	   happens	   around	   the	  
clock,	   men	   in	   overalls	   with	   reflectors	   and	   hard	  
hats	   standing	   outside	   houses	   early	   morning	   to	  
catch	   the	   business	   transport,	   and	   others	   coming	  
home	   late	   at	   night,	   unseen.	   The	   process	   of	  
working	   never	   ends,	   in	   factories	   that	   to	   me	   at	  
least	   were	   alien	   and	   unknown.	   A	   point	   of	  
reference	   that	   I	   didn’t	   share,	   I	   have	   never	   been	  
inside	   Alusaf	   as	   it	   was	   called	   then.	   My	   only	  
interaction	  with	  this	  hypothetical	  unknown	  space	  
was	   through	   stories	   told	   by	   my	   father	   and	  
brothers.	  
	  
Furthermore,	  part	  and	  parcel	  of	  Richards	  Bay	  are	  
the	   constant	   developments	   and	   changes	   of	   the	  
landscape,	   and	   environment.	   Similar	   to	   the	  
constant	  ebb	  and	  flow	  of	  the	  ocean	  waves,	  there	  
was	  a	  constant	  awareness	  of	  an	  eternal	  job	  to	  be	  
done.	  One	  such	  task	  that	  stands	  out	  is	  the	  role	  of	  
the	  dredger	  that	  regularly	  dredges	  sand	  out	  of	  the	  
harbour	  pathways	  to	  accommodate	  the	  entry	  and	  
exit	  of	  big	  ships.	  The	  dredger	  sucks	  sand	  off	  of	  the	  
ocean	   floor	   in	   strategic	  places	  and	   then	   removes	  
the	  sand	  via	  the	  T-­‐jetty.	  Of	  course,	  removing	  sand	  
from	  the	  ocean	  seems	   futile	   -­‐	   it	   is	   sea	  sand	  after	  
all;	   needless	   to	   say	   the	   dredger	   works	   ad	  
infinitum.	   The	   dredger	   links	   up	   to	   a	   pipeline	  
located	  on	  top	  of	  the	  T-­‐jetty	  which	  transports	  the	  
sand	   from	  the	   inside	  of	   the	  harbour	   through	   this	  
underground	  pipeline	  and	  then	  spits	  it	  out	  on	  the	  
outside	   of	   the	   harbour	   north	   of	   the	   commercial	  
beach.	   Interestingly,	   the	   dredger	   moves	   sand	  
from	  the	  industrial	  area	  and	  sends	  it	  to	  the	  space	  
used	   by	   the	   inhabitants	   and	   tourists	   visiting	  
Richards	   Bay.	   Affecting	   the	   way	   people	   engage	  
with	  the	  ocean	  even	   if	   they	  are	  not	  aware	  of	  the	  
influence.	  
	  
The	  T-­‐jetty	  is	  a	  memory	  fragment	  and	  a	  fixture	  in	  
the	   repetition	   of	   a	   never-­‐ending	   process,	   a	  
constant	  nihilistic	  battle,	  where	  industry	  had	  been	  
and	   will	   continue	   to	   become	   wealthier	   through	  
the	  supplication	  of	  nature	  in	  producing	  a	  range	  of	  
products	   from	   the	   hidden	   resources	   of	   the	  
landscape.	   Richards	   Bays	   landscape	   doesn’t	   give	  
anything	   away,	   its	   rich	   industrial	   applications	  
hidden	   in	   its	  unassuming	  beauty.	   The	   complexity	  
of	   the	   relationship	   between	   the	   landscape	   and	  
the	   industry	   resulted	   in	   an	   awareness	   of	   things	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unknown	  and	  created	  a	  feeling	  of	  being	  subject	  to	  




Figure	  1	  Ansie	  Nitegeka,	  Old	  t-­‐jetty	  in	  Richards	  Bay,	  2013	  
	  
	  
Figure	  2	  Ansie	  Nitegeka,	  New	  t-­‐jetty	  in	  Richards	  Bay,	  2013	  
	  
Growing	   up	   within	   the	   context	   of	   a	   constantly	  
developing	   industrial	   town	   certainly	   left	   a	   lot	   to	  
be	   desired.	   Richards	   Bay’s	   visual	   landscape	  
constantly	   emphasizes	   the	   extraction	   of	   natural	  
resources;	   in	   contrast	   to	   a	   rich	   natural	   beauty,	  
creating	   a	   duality	   in	   awareness,	   one	   of	   creation	  
and	  one	  of	  destruction.	  	  
	  
The	  lack	  of	  overall	  stimulation	  during	  the	  80s	  and	  
90s	   in	   Richards	   Bay	   specifically	   for	   young	   adults,	  
hindered	   the	   development	   of	   awareness,	   there	  
was	   a	   feeling	   of	   listlessness,	   overarching	  
boredom,	   a	   space	   where	   the	   suppression	   of	  
creativity,	   and	   imagination	  was	   the	   norm.	   It	  was	  
only	   through	  this	   research	  that	   the	   ‘gestalt’/geist	  
of	   that	   time	  and	  place	  and	   its	   relationship	   to	  my	  
own	  practice	  and	  work	  came	  to	  my	  awareness.	  
	  
a	   state	   in	   which	   the	   rule	   of	   the	   laws	   of	   nature,	  
when	   carried	   to	   ‘the	   extreme	   of	   a	   profound,	  
internal	  control	  of	  man,	  opens	  up	  a	  mode	  of	  being	  
in	   which	   man	   behaves	   as	   if	   he	   stood	   entirely	  
outside	   of	   the	   laws	   of	   nature’	   (Nishitani	   in	   Faure,	  
1985:403).	  
	  
The	   above	   quote	   is	   useful	   in	   understanding	   the	  
pervasive	   quality	   of	   Richards	   Bay.	   Being	   in	  
Richards	   Bay,	   witnessing	   industry	   and	  
experiencing	   its	  effects	   in	  contrasts	  to	  the	  power	  
of	   the	  ocean	   and	   the	  on	   going	   struggle	   between	  
the	  two,	  clarified	  the	  ‘mode	  of	  being’.	  It	  could	  be	  
argued	   that	   one	   is	   left	   with	   the	   feeling	   of	  
eventually	   being	   caught	   up	   into	   a	   never	   ending	  




Figure	  3	  Ansie	  Nitegeka,	  Richards	  Bay,	  BHP	  Billiton,	  Bay	  side	  
Smelter,	  2013	  
	  
An	   important	   fragment	   in	   this	   project	   has	   been	  
the	  dolos.	  In	  Richards	  Bay	  the	  dolos	  functions	  as	  a	  
cushion	   around	   artificial	   land	  mass	   built	   out	   into	  
the	   ocean,	   in	   the	   form	   of	   piers	   or	   a	   man	   made	  
island.	   The	  doloses	  are	  placed	   in	   large	  quantities	  
all	   along	   the	   pier,	   in	  what	   looks	   like	   a	   jumble	   of	  
regular	  or	   linear	   shapes.	   The	  doloses	  protect	   the	  
piers,	   and	   the	   piers	   function	   as	   a	   barrier	   that	  
protects	   the	   commercial	   beaches	   and	   harbour	  
entrances	  allowing	  marine	  vessels	  safer	  entry	  and	  
exit	  routes.	  
	  
The	   dolos	   is	   of	   South	   African	   design	   and	  
invention.	   The	   invention	   of	   the	   dolos	   was	  
accredited	   to	   the	   East	   London	   harbour	   engineer	  
Eric	  Merrifield,	  but	  it	  was	  actually	  designed	  by	  his	  
draughtsman	  Aubrey	  Kröger	  in	  1966.	  Kröger	  used	  
the	   “Admiralty	   anchor	   to	   create	   an	   interlocking	  
block	   that	   dissipated,	   rather	   than	   resisted,	   the	  
force	  of	  the	  sea	  (Bruton,	  2004).	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Figure	  4	  Ansie	  Nitegeka,	  Richards	  Bay.	  Looking	  north	  on	  inland	  pier,	  
Alkantstrand.	  2013	  
	  
In	   some	   instances	   the	   doloses	   have	   been	  
electronically	   chipped	   so	   their	   placement	   and	  
movements	  can	  be	  tracked,	  ensuring	  the	  integrity	  
of	   the	  barrier.	  Doloses	  are	  unique	   in	   their	  design	  
that	   dissipates	   the	   force	   of	   the	   ocean	   instead	   of	  
blocking	   the	   waves;	   furthermore	   over	   time	   the	  
doloses	   become	  more	   entangled	   in	   one	   another	  
making	   the	   barrier	   stronger.	   Weighing	   up	   to	   20	  
tonnes	   they	   are	   cast	   into	   steel	   moulds	   on	   site	  
because	  their	  weight	  of	  20	  tonnes	  does	  not	  allow	  
for	  easy	  installation	  or	  transport.	  (Bruton,	  2004)	  
Furthermore,	   the	   doloses	   functions	   as	   access	  
points	   for	   people,	   the	   fishermen	   fish	   straight	   off	  
the	  doloses	  and	  ocean	  viewers	  stand	  or	  sit	  on	  the	  
doloses	   just	   looking	   out	   at	   the	   ocean.	   These	  
fishermen	   and	   viewers	   are	   lone	   figures	   in	   the	  
landscape	   of	   doloses,	   their	   bodies	   precariously	  
jumping	  from	  one	  dolos	  to	  the	  other	  checking	  on	  
their	   fishing	   lines,	   or	   climbing	   out	   closer	   to	   the	  
break,	   immersed	   in	   the	   sound	  of	   crashing	  waves	  
or	  focused	  on	  getting	  the	  best	  view	  of	  marine	  life.	  
They	  are	  figures	  standing	  on	  the	  border	  between	  
land	   and	   sea,	   a	   safe	   haven	   and	   an	   inhospitable	  
place.	  When	  on	  a	  dolos	  one	  inhabits	  a	  space	  that	  
is	   a	   potential	   space,	   between	   something	   and	  
nothing,	   connecting	   us	   to	   the	   boundless	  
complexity	   of	   the	   ocean.	   The	   potential	   space	  
allows	  us	   to	   stand	  and	  view	   the	  complexity	   from	  
above,	   allowing	   us	   to	   be	   part	   of	   something	   we	  
could	   never	   participate	   in,	   looking	   into	   the	  
unknown,	   imagining	   being	   in	   a	   space	   where	  
human	   inhabitation	   is	   impossible.	   The	   doloses	  
could	   be	   described	   as	   a	   marker	   of	  
liminal/transitional/in	  between	  space,	  where	  one	  
is	  on	  the	  sea,	  but	  not	  part	  of	  the	  sea.	  The	  dolos	  is	  
a	  link	  between	  spaces;	  it	  allows	  us	  to	  go	  where	  we	  
would	   not	   usually	   be	   able.	   (In	   anatomy	   the	  
‘potential	   space’	  has	   the	   capacity	   to	  expand	   to	  a	  
bigger	   space	   through	   utilising	   different,	  
processes).	  Standing	  on	  a	  dolos	  is	  standing	  on	  the	  
edge	   of	   nothingness	   between	   an	   inhabitable	  
landscape	   and	   the	   void,	   we	   have	   a	   glimpse	   of	  
knowing	  and	  not	  knowing.	  To	  our	  eye	  the	  ocean	  is	  




Figure	  5	  Ansie	  Nitegeka,	  Pier	  with	  fishing	  rods	  on	  doloses,	  2013	  
	  
In	   Richards	   Bay	   the	   dolos	   is	   also	   used	   as	   a	  
commemorative	   stone	   where	   tributes	   and	  
goodbyes	   are	   immortalised	   through	   the	  
placement	  of	  steel	  plaques	  right	  at	  the	  end	  of	  the	  
pier.	   The	   dolos,	   in	   contrast	   to	   a	   gravestone,	  
creates	   a	   space	   where	   memory	   becomes	  
boundless.	   The	   doloses	   are	   frequently	   visited	   by	  
known	  and	  unknown	  people	  and	  exist	   in	  a	   space	  
where	   it	   would	   take	   eons	   before	   they	   would	  
break	  down.	  
	   	  






















Figure	  6	  (a)-­‐(d)	  Ansie	  Nitegeka,	  Memorial	  Markers	  on	  the	  doloses	  in	  
Richards	  Bay,	  2013	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The	   sublime	   experience	   is	   fundamentally	  
transformative,	   about	   the	   relationship	   between	  
disorder	  and	  order,	  and	  the	  disruption	  of	  the	  stable	  
coordinates	  of	  time	  and	  space.	  Something	  rushes	  in	  
and	  we	  are	  profoundly	   altered.	  And	   so,	   in	   looking	  
at	   the	   relevance	   of	   the	   concept	   to	   contemporary	  
art,	   we	   are	   also	   addressing	   an	   experience	   with	  
implications	  that	  go	  far	  beyond	  aesthetics	  (Morley,	  
2010:	  12).	  
	  
Morley	  defines	  the	  sublime	  as	  the	  moment	  when	  
“thought	  comes	  to	  an	  end	  and	  we	  encounter	  that	  
which	   is	   ‘other’”(2010:	   12).	   This	   ‘other’	   can	   be	  
many	   things	   within	   the	   realm	   of	   the	   sublime.	  
Today	   the	   sublime	   is	   often	   associated	   with	   the	  
experience	  of	  ‘wow’.	  It	  creates	  a	  division	  between	  
something	   that	   can	   be	   thought	   about	   and	  
something	   that	   creates	   an	   experience	   or	   evokes	  
that	   which	   cannot	   be	   verbalised.	   Historically	   the	  
concept	   of	   the	   sublime	   became	   valuable	   in	   the	  
eighteenth	   century	   when	   it	   was	   used	   in	   art	   to	  
describe	  details	  of	  nature	  that	  created	  that	  feeling	  
of	   ‘wow’	   like	   the	   ocean,	   sky	   or	   mountains	   or	  
events	   like	   “avalanches,	   waterfalls	   [or]	   stormy	  
seas”	  (Morley,	  2010:	  14).	  
	  
Morley	  maps	   the	   development	   of	   the	   sublime	   in	  
“art	  and	  theory”	  in	  the	  following	  way:	  
	  
Longinus,	   Burke,	   Kant	   and	   Schiller.	   From	   Longinus	  
comes	  an	  emphasis	  on	  the	  transcendence	  of	  reality	  
through	  the	  heroic	  art;	  from	  Burke,	  the	  idea	  of	  the	  
sublime	  as	  an	  experience	  of	  shock	  and	  awe	  and	  as	  
a	   destabilizing	   force;	   from	  Kant,	   the	  notion	  of	   the	  
sublime	  as	  revealing	  a	  reality	  that	  is	  fundamentally	  
indeterminate,	   undecidable	   and	   unpresentable;	  
and	   from	   Schiller,	   a	   reading	   of	   the	   sublime	   as	  
ecstatic	  experience	  (Morley,	  2010:	  19).	  
	  
The	   idea	   of	   an	   encounter	  with	   the	   unknown	  has	  
been	   related	   to	   the	   sublime	   from	   its	   genesis,	   as	  
Longinus	   (1674)	   declared	   in	   the	   seventeenth	  
century	  that	  “true	  nobility	  in	  art	  and	  life	  was	  to	  be	  
discovered	   through	   a	   confrontation	   with	   the	  
threatening	  and	  unknown,	  and	  drew	  attention	  to	  
anything	   in	   art	   that	   challenges	   our	   capacity	   to	  
understand	   and	   fills	   us	   with	   wonder”	   (Morley,	  
2010:	   14).	   In	   Longinus’	   quote	   a	   relationship	   is	  
created	   between	   the	   experience	   of	   wonder	   and	  
the	  unknown	  (Morley,	  2010:14).	  
	  	  
Later	   in	   1757	   Edmund	   Burke	   (1729-­‐1797)	   in	   A	  
Philosophical	  Enquiry	  into	  the	  Origins	  of	  Our	  Ideas	  
of	   the	   Sublime,	   makes	   a	   direct	   connection	  
between	  nature	  and	  the	  sublime.	  Burke	  continues	  
by	  exploring	  the	  experience	  of	  the	  sublime,	  but	  in	  
his	   understanding	   Burke	   makes	   strong	   links	   to	  
fear,	   or	   “horror”	   created	   by	   what	   is	   seen,	  
specifically	   in	   the	   details	   of	   nature;	   which	   are	  
either	   enormous	   or	   indistinct.	   Natural	   events,	  
which	  are	  not	   seen	  as	  being	  beautiful	   but	   rather	  
their	  enormous	  size	  and	  complexity	  in	  relation	  to	  
our	  mortal	  selves	  would	  scare	  one	  to	  the	  point	  of	  
horror.	   (Morley	   on	   Burke,	   2010:	   15).	   Here	   it	  
seems	  that	  Burke	  is	  speaking	  about	  complexity	  or	  
situations	   outside	   of	   ones	   understanding	   or	  
control.	   “Whatever	   therefore	   is	   terrible,	   with	  
regard	   to	   sight,	   is	   sublime	   too	  …	   Indeed	   terror	   is	  
in	   all	   cases	   whatsoever,	   either	   more	   openly	   or	  
latently,	   the	   ruling	   principle	   of	   the	   sublime”	  
(Burke	  (1757)	  in	  Morley,	  2010:	  15).	  Here	  it	  seems	  
Burke	   is	   connecting	   seeing	   to	   the	   sublime.	  
Imagery	   is	   able	   to	   encapsulate	   the	   sublime,	  
images	   of	   horror	   that	   are	   not	   necessarily	  
experienced	  first	  hand	  create	  an	   imaginary	  space	  
where	  one	  is	  exposed	  to	  the	  idea	  of	  the	  terror	  but	  
is	   not	   in	   any	   real	   danger.	   If	   one	   were	   in	   real	  
danger	   then	   the	   mental	   faculties	   needed	   to	  
experience	   the	   sublime	  would	  be	  overcome	  with	  
fear	   and	  not	   able	   to	   appreciate	  what	   Burke	   calls	  
delightful.	  Correspondingly,	  Burke	  writes:	  
	  
The	  passions	  which	  belong	  to	  self-­‐preservation	  turn	  
on	  pain	  and	  danger;	   they	  are	   simply	  painful	  when	  
their	   causes	   immediately	   affect	   us;	   they	   are	  
delightful	   when	   we	   have	   an	   idea	   of	   pain	   and	  
danger,	   without	   being	   actually	   in	   such	  
circumstances;	   this	   delight	   I	   have	   not	   called	  
pleasure,	  because	  it	  turns	  on	  pain,	  and	  because	  it	  is	  
different	   enough	   from	   any	   idea	   of	   positive	  
pleasure.	   Whatever	   excites	   this	   delight,	   I	   call	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sublime.	   The	   passions	   belonging	   to	   self-­‐
preservation	   are	   the	   strongest	   of	   all	   the	   passions	  
(Burke,	  1757:	  202).	  
	  
In	   1790	   Immanuel	   Kant	   (1724-­‐1804)	   built	   on	  
Burke’s	   sublime	   by	   separating	   the	   sublime	   from	  
the	   concrete.	   He	   spoke	   about	   beauty	   and	   the	  
sublime	   together,	   but	   for	   Kant	   beauty	   was	  
something	   objective.	   The	   sublime	   was	   not	   a	  
stand-­‐alone	   idea,	   rather	   it	   was	   a	   secondary	  
experience	   which	   was	   dependent	   on	   something	  
else.	   Kant	   assigned	   the	   sublime	   to	   a	   “subjective	  
conception”	  different	  from	  the	  formal	  qualities	  of	  
beauty.	  He	  brought	   the	   sublime	   from	  outside,	  as	  
it	   was	   attributed	   to	   natural	   phenomena	   mostly	  
but	   only	   as	   a	   secondary	   characteristic	   to	   an	  
inward	   “consciousness”	   which	   was	   rather	   an	  
experience	  of	  feeling	  (Morley,	  2010:	  16).	  	  
	  
Thus,	  when	  we	  experience	   something	  we	  do	  not	  
understand	   or	   cannot	   fully	   comprehend,	  
according	   to	   Kant,	   we	   become	   aware	   of	   an	  
inadequacy	   in	   ourselves	   to	   understand	   the	  
vastness	   or	   complexity	   of	   what	   one	   is	   seeing,	  
resulting	   in	  a	   feeling	  of	  “inadequacy”.	  Whilst	   this	  
feeling	  of	  inadequacy	  is	  created,	  there	  is	  a	  feeling	  
of	  pleasure	   from	  the	  awareness	  of	   such	  vastness	  
or	   complexity	   and	   the	   attempt	   to	   understand	  
what	  one	   is	  experiencing.	  This	  result	   is	  a	  sublime	  
based	  on	  lack	  or	  “negative	  pleasure”	  (Kant,	  1790:	  
102).	  
	  
Thus	   Kant	   makes	   associations	   with	   regards	   to	  
beauty	  and	  the	  sublime	  through	  their	  experience	  
in	   relation	   to	  pleasure.	   In	   comparison	   to	  beauty:	  
“the	   other	   [the	   feeling	   of	   the	   Sublime]	   is	   a	  
pleasure	   that	   arises	   only	   indirectly;	   viz.	   it	   is	  
produced	  by	  the	  feeling	  of	  a	  momentary	  checking	  
of	   the	   vital	   powers	   and	   a	   consequent	   stronger	  
outflow	  of	   them	  so	   that	   it	   seems	   to	  be	   regarded	  
as	  emotion”	  (Kant,	  1970:	  102).	  To	  Kant	  it	  seemed	  
that	   the	   sublime	   could	   not	   be	   a	   primary	  
experience	   but	   rather	   an	   indeterminate	  
emotional	   response	   that	   was	   secondary	   to	   the	  
experience	  of	  beauty.	  
	  
Kant	   explains	   “For	   the	   feeling	   of	   the	   Sublime	  
brings	   with	   it	   as	   its	   characteristic	   feature	   a	  
movement	  of	  the	  mind	  bound	  up	  with	  the	  judging	  
of	   the	   object,	   while	   in	   the	   case	   of	   the	   beautiful	  
taste	   presupposes	   and	   maintains	   the	   mind	   in	  
restful	   contemplation”	   (Kant,	   1790:	   106).	   Thus,	  
according	   to	   Kant,	   in	   order	   to	   keep	   the	   mind	   in	  
restful	   contemplation	   one	   should	   avoid	   the	  
feeling	  of	  inadequacy	  created	  by	  experiencing	  the	  
sublime.	   “We	   must	   seek	   a	   ground	   external	   to	  
ourselves	   for	   the	   beautiful	   of	   nature;	   but	   seek	   it	  
for	   the	   sublime	   merely	   in	   ourselves	   and	   in	   our	  
attitude	   of	   thought	   which	   introduces	   sublimity	  
into	   the	   representation	   of	   nature”	   (Kant,	   1790:	  
104).	   Kant	   explains	   this	   inward	   unease	   or	   jarring	  
of	   the	   sublime	   as	   something	   that	   occurs	   within	  
the	  individual,	  but	  the	  beautiful	  to	  Kant	  is	  almost	  
an	  objective	  truth	  as	   it	   is	  outside	  of	  us	   in	  nature.	  
But	   Kant	   uses	   taste	   as	   the	   gage	   that	   keeps	   the	  
unruly	  sublime	  in	  check.	  One	  could	  argue	  that	  this	  
is	  problematic.	  	  
	  
In	   The	   Future	   of	   Art,	   Marcella	   Goldsmith	   points	  
out	  that	  Kant	  makes	  the	  mistake	  of	  delivering	  art	  
to	   taste,	  which	   over	   time	   has	   been	   disapproved.	  
Furthermore,	  Kant	  tried	  to	  make	  beauty	  universal	  
and	   autonomous	   but	   he	   tried	   to	   explain	   the	  
experience	   of	   art	   without	   concepts	   but	   rather	  
relying	   on	   the	   imagination	   too	   much	   within	   the	  
artistic	  and	  aesthetic	  processes	  (Goldsmith,	  1999:	  
xii).	  
	  
Kant	  divides	  the	   investigation	  of	  the	  sublime	  into	  
two	   “Object	   as	   a	  mathematical	  determination	  of	  
the	   Imagination,	   in	   the	   second	   as	   dynamical.”	  
(Kant,	   1790:	   106)	   Kant	   declares:	   “We	   call	   that	  
sublime,	   which	   is	   absolutely	   great.”(Kant	   1790:	  
106)	  He	  distinguishes	  between	  “to	  be	  great	  and	  to	  
be	  a	  great	  something”	  (quality	  and	  quantity).	  
	  
For	   Kant	   the	   sublime	   is	   something	   that	   does	   not	  
necessarily	   have	   form,	   Kant	   uses	   “a	   formless	  
object”	   as	   the	   locus	   for	   the	   sublime	  as	   long	  as	   it	  
embodies	  “boundlessness“.	  But	   for	   the	  spectator	  
there	   has	   to	   be	   an	   entry	   point	   to	  what	   they	   are	  
seeing,	   there	   has	   to	   be	   some	   level	   of	  
understanding	   (Kant,	   1790:	   102).	   Kant	   uses	   the	  
verb	  of	  understanding	  to	  act	  upon	  quality	  that	  he	  
associates	   to	   beauty	   and	   he	   uses	   reason	   as	   the	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verb	   to	   act	   on	   the	   sublime	   that	  he	   associated	   to	  
quantity.	  
	  
	  To	   call	   something	  absolutely	   great	   is	   that	  which	  
“is	   great	   beyond	   all	   comparison”	   (Kant,	   1970:	  
106).	   	   Thus	   the	  mathematical	   and	   the	   dynamical	  
could	   also	   be	   seen	   as	   problematic	   groupings	   to	  
describe	   something.	   To	   compare	   things	   with	  
different	   qualities	   would	   imply	   a	   standard	   of	  
comparison,	   but	   as	   beauty	   and	   the	   sublime	   are	  
subjective	  and	   thus	   incommensurate,	   there	   is	  no	  
standard	  mode	  of	  comparison.	  	  	  
	  
Kant’s	   ideas	   are	   extended	   in	   the	   1801	   book	   On	  
the	   Sublime	   where	   Schiller	   explains	   that	   man	  
reveals	   the	   sublime	   in	   the	   way	   of	   the	   daemon	  
within	   (Morley,	   2010:	   16).	   Goldsmith	   describes	  
Schiller’s	   contribution	   as	   an	   attempt	   “to	   avoid	  
Kant’s	   intellectualism	   by	   focusing	   on	   a	   different	  
aspect	  of	  art:	  that	  of	  reassuring	  that	  semblance	  is,	  
after	   all,	   reliable,	   at	   least	   in	   combining	   ethereal	  
beauty	  with	  freedom”	  (1999:	  xiii).	  Schiller	  did	  not	  
talk	   about	   art	   directly	   in	   his	   two	   essays:	   Of	   the	  
Sublime	  1793	  and	  On	  the	  Sublime	  1801	  but	  rather	  
focused	  on	   tragedy	  within	   theatre	   to	   discuss	   the	  
sublime	  (Grave,	  2012:	  194).	  
	  
Morley	   goes	   on	   to	   map	   other	   important	  
nineteenth	   century	   thinkers	   who	   contributed	   to	  
the	   sublime,	   like	   Fredrich	   Hegel	   (1770-­‐1831),	  
Arthur	   Schopenhauer	   (1788-­‐1860),	   Friedrich	  
Nietzsche	   (1844-­‐1900),	   Sigmund	   Freud	   (1856-­‐
1939)	  and	  Carl	  Jung	  (1875-­‐1961).	  	  	  
	  
Goldsmith	   highlights	   Nietzsche’s	   role	   in	   the	  
establishment	  of	  the	  sublime:	  	  
	  
…the	   philosophical	   and	   artistic	   consequences	   of	  
Nietzsche’s	   thought	   have	   been	   enormous.	   To	   him	  
we	   owe	   the	   resurgence	   of	   rhetoric,	   the	   putting	  
aside	   of	   beauty	   as	   the	   exclusive	   object	   of	   art,	   the	  
attempts	  at	  saving	  what	  could	  be	  saved,	  that	  is,	  the	  
relevance	   of	   the	   whole	   aesthetic	   domain,	   which	  
came	  to	  be	  conceived	  as	  a	  consolation	  and	  also	  as	  
having	   within	   itself	   the	   power	   to	   raise	   us	   to	   the	  
sublime.	   All	   this	   is	   due	   to	   Nietzsche	   (Goldsmith,	  
1999:	  xiv).	  
	  
Closer	   to	   today,	  Morley	  highlights	   that	   there	   is	   a	  
social	   constructivist	  argument	  which	  arose	   in	   the	  
70s	   and	   80s	   “grounded	   in	   the	   Marxist,	  
psychoanalytic	   and	   feminist	   theory”	   that	   posits	  
that	   all	   “culture	   and	   cultural	   values	   are	   socially	  
constructed	   rather	   than	   deriving	   from	   some	  
timeless	   essence”	   (2010:	   17).	   However,	   he	   goes	  
on	   to	   point	   out	   that	   there	   is	   a	   contemporary	  
sense	   that	   is	   not	   explained	   easily	   by	   socially	  
constructed	   culture,	   that	   even	   today	   there	   is	   a	  
sense	  that	  our	  lives	  are	  affected	  by	  forces	  outside	  
of	   our	   control.	   Creating	   a	   situation	   where	   these	  
unknown	   forces	   prompt	   ways	   of	   “thinking	   or	  
representation”	  (Morley,	  2010:	  18).	  
	  
It	  could	  be	  argued	  that	  the	  above	  paragraph	  is	  too	  
simplistic	   to	   understand	   or	   explain	   this	   sense	   of	  
something	  outside	  of	  ourselves	  controlling	  us,	  but	  
it	  would	   be	   useful	   to	   think	   of	   the	  ways	   in	  which	  
the	  sublime	  manifests	  itself.	  	  Within	  this	  research	  
project	   the	   visual	   is	   of	   interest	   to	  me.	   Therefore	  
the	   discussion	  will	   use	   links	   to	   the	   visual	   and	   its	  
experience.	  
	  
The	   German	   Romantic	   painter	   Caspar	   David	  
Friedrich	  and	  his	  paintings	  are	  an	  example	  of	  the	  
traditional	   sublime.	   It	   could	   be	   argued	   that	  
German	   Romanticism	   is	   an	   example	   of	  
representation	   driven	   by	   this	   sense	   of	   “forces	  
beyond	   their	   control”.	   Towards	   the	   end	   of	   the	  
1700s	   the	   German	   people,	   tired	   of	   French	  
occupation	   after	   the	   “Napoleonic	   invasion	   and	  
the	   subsequent	  Wars	   of	   Liberation”	   (1790-­‐1814)	  
were	  looking	  for	  a	  shared	  cultural	  identity.	  From	  a	  
political	   state	   of	  more	   than	   three	   hundred	   parts	  
to	   surrendering	   the	   left	   bank	   of	   the	   Rhine	   to	  
France	   in	   1795	   in	   The	   Treaty	   of	   Basel,	   to	   a	  
territory	   of	   thirty-­‐nine	   states	   in	   1815	   after	   the	  
defeat	   of	   Prussia	   in	   1806.	   (Morton,	   2002:	   9)	  	  
There	   was	   an	   attempt	   to	   establish	   a	   nation	   or	  
national	   identity	   by	   using	   the	   “advice”	   of	   the	  
playwright	   and	   philosopher	   Johann	   Gottfried	  
Herder	  who	  believed	  that	  through	  looking	  back	  at	  
past	   traditions	   and	   art	   they	   could	   establish	   their	  
common	   character	   or	   “collective	   nature”	  
(Morton,	  2002:	  9).	  
	  
The	  Enlightenment	  was	  tarnished	  as	  a	  result	  of	  its	  
French	   connection	   that	   resulted	   in	   the	   German	  
Romantics	   distancing	   themselves	   from	   it.	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Unsatisfied	  with	  the	   lack	  of	  religious	  focus	  within	  
the	   Enlightenment	   which	   was	   masquerading	   as	  
“freedom	   of	   thought”	   portraying	   the	  
Enlightenment	   as	   a	   place	   devoid	   of	   the	   sacred	  
with	  an	  “indifference	  to	  country”	  (Tieck	  (1975)	   in	  
Morton,	  2002:	  9).	  	  
	  	  
This	   leads	   Morton	   to	   suggest	   a	   Romantic	   that	  
consisted	   of	   art	   influenced	   by	   the	   Middle	   Ages.	  
And	   this	   results	   in	   “art	   as	   a	   product	   of	   emotion	  
akin	   to	   religious	   devotion”,	   with	   a	   meditative	  
element	   that	   “valued	   states	   of	   solitude	   and	  
introspection”	  together	  with	  qualities	  of	  mystery,	  
intangibility,	  and	  the	  unattainable”(Morton,	  2002:	  
10)	  which	  resulted	  in	  the	  birth	  of	  a	  concept:	  
	  
Closely	   associated	   with	   the	   Romantic	   movement,	  
the	  concept	  of	   the	  sublime	  began	  to	  be	  employed	  
by	   those	   who	   wished	   to	   challenge	   traditional	  
systems	   of	   thought	   that	   were	   couched	   in	   the	  
language	   of	   religion,	   a	   rhetoric	   that	   now	   seemed	  
founded	   on	   out	   dated	   conceptions	   of	   human	  
experience.	   They	   hoped,	   as	   the	   contemporary	  
philosopher	   Philippe	   Lacoue-­‐Labarthe	   has	  
characterized	   it,	   to	   explore	   ‘the	  
incommensurability	   of	   the	   sensible	   with	   the	  
metaphysical	  (the	  Idea,	  God)	  (Morley,	  2010:	  15).	  
	  
In	   the	   book	   CASPAR	   DAVID	   FRIEDRICH	   and	   the	  
subject	   of	   landscape	   (1990),	   Joseph	   Leo	   Koerner	  
speaks	   about	   the	   indeterminate	   and	   unresolved	  
nature	   of	   Romanticism	   evident	   in	   the	   lack	   of	   a	  
concise	   definition,	   specifically	   in	   the	   writings	   of	  
Novalis	   and	   Tieck.	   As	   far	   as	   Romanticism	   is	  
concerned,	   Ludwig	   Tieck	   described	   Friedrich’s	  
paintings	   as	   “the	   visual	   embodiments	   of	   their	  
ideas”	   (Tieck	   in	   Koerner,	   1990:	   23),	   epitomising	  
their	   idea	   of	   the	   indeterminate	   or	   unknown.	  
Koerner	  goes	  on	   to	  describe	  Friedrich’s	  paintings	  
and	  the	  accompanying	  characteristics	  which	  were	  
related	   to	   his	   work	   and	   in	   turn	   to	   German	  
Romanticism:	  
	  
a	  celebration	  of	  subjectivity	  bordering	  on	  solipsism,	  
often	  coupled	  with	  a	  morbid	  desire	  that	  self	  be	  lost	  
in	   nature’s	   various	   infinities;	   an	   infatuation	   with	  
death;	   valorisation	   of	   night	   over	   day,	  
emblematizing	   a	   reaction	   against	   Enlightenment	  
and	   rationalism;	   a	   nebulous	   but	   all-­‐pervading	  
mysticism;	   and	   a	  melancholy,	   sentimental	   longing	  
or	   nostalgia	   which	   can	   border	   on	   kitsch	   (Koerner,	  
1990:	  23).	  
	  
The	   description	   above,	   by	   contemporary	  
standards,	   is	   negative.	   If	   anything,	   this	  
encapsulates	   the	   description	   of	   present-­‐day	  
cheesiness,	   “sentimental	   longing	   or	   nostalgia	  
which	   can	   border	   on	   kitsch”.	   The	   characteristics	  
of	   the	   German	   Romantic	   that	   is	   useful	   in	   this	  
project	  are	  related	  to	  the	  sublime.	  Just	  as	  there	  is	  
a	  clear	  link	  to	  the	  unknown	  within	  the	  sublime	  so	  
too	   is	   there	   an	   element	   of	   indeterminacy	  within	  
German	   Romanticism.	   The	   indeterminate	   and	  
fragmentary	   natures	   of	   the	   German	   Romantics	  
project	   as	   well	   as	   the	   visual	   aspects	   to	   the	  
movement	   are	   of	   value.	   For	   example,	   both	   the	  
sublime	   and	   German	   Romanticism	   have	   links	   to	  
landscape	   and	   the	   infinite.	   Not	   only	   are	   these	  
ideas	   linked	  within	  the	  work	  of	  Friedrich	  but	  also	  
the	   intrinsic	  nature	  of	  both	  Romanticism	  and	  the	  
sublime	   could	   be	   related	   to	   the	   fragmentary,	  
unknown,	   indeterminate,	   indistinct	   and	   formless	  
(Koerner,	  1990:	  23).	  
	  
The	  “Romantic	   ideology”,	   it	  could	  be	  argued,	   is	  a	  
state	  of	  being	  unfinished,	  like	  a	  misty	  dark	  or	  grey	  
landscape	  where	   the	   outlines	   are	   unclear	   where	  
different	   aspects	   come	   into	   and	   go	  out	   of	   focus.	  
Friedrich	   did	   not	   follow	   a	   fixed	   idea	   but	   rather	  
romanticised	   different	   aspects	   of	   the	   landscape	  
making	  some	  pronounced	  and	  other	  obscure.	  
	  
As	   evocation	   of	   the	   faraway	   and	   indistinct,	   as	   the	  
evocation	   of	   an	   evocation,	   Romantic	   names	   that	  
which	  is	  properly	  unnameable	  about	  the	  project	  of	  
Romanticism	  (Koerner,	  1990:	  23).	  
	  
From	   the	   landscape	   paintings	   of	   the	   Romantic	  
painters	   the	   idea	   of	   the	   Rückenfigur	   came	   into	  
being.	   The	   work	   of	   Caspar	   David	   Friedrich	   is	  
predominantly	   associated	   to	   the	   Rückenfigur,	  
specifically	   the	   Wanderer	   über	   dem	  
Nebelmeer/The	   Wanderer	   above	   a	   sea	   of	   Mist	  
(1817/8).	  	  In	  this	  painting	  a	  lone	  figure	  is	  standing	  
on	   an	   outcrop,	   looking	   out	   into	   a	   large	   empty	  
landscape	   that	   is	   overwhelming	   and	   awe	  
inspiring,	   “the	   drama	   of	   the	   self	   facing	   the	  
universe	  (Rosen	  and	  Zerner	  in	  Morton,	  2002:	  12).	  
	  
The	  viewer	  cannot	  see	  the	  man’s	  face,	  or	  the	  vista	  
the	  wanderer	   is	   looking	   at.	   The	  wanderer	   blocks	  
the	  viewer’s	  perspective	  our	  view	  of	  the	  painting	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and	   of	   his	   world	   whilst	   he	   can	   see	   everything	  




Figure	  7	  Caspar	  David	  Friedrich,	  Wanderer	  über	  dem	  
Nebelmeer/The	  Wanderer	  above	  a	  Sea	  of	  Mist,	  c	  1817/8,	  oil	  on	  
canvas,	  94.8x74.8cm	  Kunsthalle,	  Hamburg	  	  
	  
A	   solitary	   figure	   standing	   on	   a	   threshold,	   on	   the	  
verge	   of	   an	   uninhabitable	   expanse,	   is	   the	  
traditional	   sublime	   (Roelstraete,	   2012:	   30).	   It	  
creates	   a	   quality	   of	   emptiness	   that	   is	   tainted	   by	  
the	   sentimental	   and	   nostalgic,	   associated	   to	   the	  
traditional	   sublime.	   For	   the	   purposes	   of	   this	  
project	   a	   quality	   of	   emptiness	   is	   needed	   where	  
‘the	   incommensurability	   of	   the	   sensible	  with	   the	  
metaphysical”	  (Morley,	  2010:	  15)	  can	  be	  seen	  but	  
not	  in	  a	  nostalgic	  sense.	  I	  will	  address	  the	  idea	  of	  
emptiness/void	  later;	  using	  the	  philosophy	  of	  Keiji	  
Nishitani	   to	   develop	   a	   better	   understanding	   of	  
what	   emptiness	   is	   within	   the	   context	   of	   my	  
project.	  
	  
The	   Rückenfigur	   has	   access	   to	   the	   void,	   to	   a	  
potential	  space,	  it	  is	  almost	  as	  if	  one	  wants	  him	  to	  
jump	   into	   the	   void	   and	   somehow	   ascend.	   He	   is	  
the	  keeper	  of	  the	  gateway	  between	  a	  reality	  and	  
a	   potential	   space	   of	   imagination.	   His	   presence	  
there	  creates	  a	  desire	  in	  the	  viewer	  to	  participate	  
in	   the	   impossibility,	   creating	   an	   awareness	   of	   a	  
duality	   that	   is	   separate	   but	   also	   interconnected.	  
There	   is	   an	   air	   of	   “mysticism”	   in	   the	   painting.	  
Furthermore	  in	  other	  paintings	  by	  Friedrich	  there	  
was	  a	  use	  of	  symbols	  and	  allegories	  which	  can	  be	  
linked	   to	   the	  pagan	  and	  Christian	  eras	  which	   the	  
German	  Romantics	  were	  looking	  at	  to	  revive	  their	  
common	   identity	   but	  which	  was	   the	   opposite	   of	  
the	  Enlightenment	  (Morton,	  2002:	  9,	  10).	  	  
	  
Another	   idea	  useful	  to	  this	  project	  that	   is	  related	  
to	  the	  German	  Romantics	  is	  the	  determination	  of	  
the	   Romantic	   project	   as	   on	   going	   rather	   than	  
“realized”.	   The	   idea	   of	   the	   ‘fragment’	   in	   the	  
”Athenaeum	   Fragments”	   and	   the	   “Logologische	  
Fragmente”,	   the	   letters	   that	   the	   German	  
Romantics	  wrote	  to	  one	  another,	  emphasised	  the	  
“fragmentary	  nature	  of	  their	  theoretical	  content”	  
in	  the	  project.	  They	  speak	  about	  the	  peculiarity	  of	  
the	   fragment’s	   estrangement	   even	   in	   its	  
separation	   from	   the	   “original	   context”	   (Koerner,	  
1990:	   25).	   It	   is	   in	   actual	   fact	   precisely	   this	  
separation	   that	   allows	  each	   fragment	   to	  become	  
in	   some	   way	   a	   stand	   alone	   “whole”.	   It	   is	   in	   its	  
division,	   that	   the	   traces	   of	   its	   movement	   gives	  
each	   fragment	   its	   self-­‐determination	   (Koerner,	  
1990:	  25).	  	  
	  
More	   radically	   than	   any	   modern	   critical	  
‘discrimination’	  of	  Romanticism,	   the	  early	  German	  
Romantics	   themselves	   claim	   to	   author	   only	  
fragments	  of	  Romanticism	  (Koerner,	  1990:	  25).	  
	  
The	   fragment	   is	   the	  mechanism	  used	   to	  describe	  
the	   Romantic	   project.	   What	   is	   interesting	   is	   the	  
many	  applications	  or	  uses	  for	  the	  fragment.	  When	  
looking	   at	   Caspar	   David	   Friedrich’s	   painting,	   Fir	  
Trees	  by	  the	  Snow	  (1824)	  	  (Koerner,	  1990:27)	  one	  
sees	   a	   close	   up	   of	   a	   group	   of	   fir	   trees	   all	   in	  
different	   stages	   of	   growth,	   some	   more	   in	   focus	  
than	  others	  and	  partially	  covered	  with	  snow.	  Only	  
the	   trees	   are	   visible	   with	   a	   very	   cropped	   frame.	  
Furthermore,	   the	   visible	   piece	   of	   background	   is	  
obscure	   and	   whether	   it	   is	   the	   sky	   or	   a	   misty	  
landscape	  is	  unclear.	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Figure	  8	  Caspar	  David	  Friedrich,	  Fichtendickicht	  im	  Schnee/Pine	  
Thicket	  in	  Snow,	  c	  1828,	  oil	  on	  canvas,	  30x24cm,	  Neue	  Pinakothek,	  
Bayerische	  Staatsgemaldesammlung,	  Munich	  	  
	  
It	   could	  be	  argued	   that	   this	   image	   is	   an	  example	  
of	   the	   fragmentary	   nature	   of	   the	   romantic	  
project,	   a	   narrow	   focus	   that	   alludes	   to	   a	   much	  
bigger	  picture.	  One	  has	  the	  sense	  that	  one	  is	  only	  
looking	   at	   a	   part	   of	   an	   image	   or	   landscape.	   One	  
becomes	  aware	  of	  looking	  at	  a	  piece	  of	  a	  piece	  of	  
the	  world,	  in	  other	  words	  looking	  at	  a	  fragment	  of	  
a	   inconceivable	   whole	   (real	   world	   and	   a	   world	  
that	  was	  painted),	  it	  is	  this	  doubling	  of	  the	  idea	  of	  
the	   fragment	   which	   is	   useful	   for	   this	   project,	   to	  
understand	   the	   complexity	   one	   needs	   to	  
contextualise	   the	   image	   in	   relation	   to	   the	  world,	  
or	  miniaturize	  the	  fragments/ideas	  to	  understand	  
their	  complexities	  and	  immensity	  better.1	  
	  
From	   the	   way	   Koerner	   explains	   Novalis’	  
conclusion	   of	   Romanticism	   as	   being	   something	  
active,	   unfinished	   and	   part	   of	   an	   ongoing	  
‘process’,	   understanding	   can	   be	   achieved	   of	   the	  
relationship	   between	   physical	   and	   non-­‐physical	  
fragments	  as	  part	  of	  the	  artistic	  process.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  1	  The	  idea	  of	  miniaturizing	  fragments	  to	  better	  understand	  their	  complexities	  is	  highlighted	  within	  the	  last	  chapter	  the	  structure	  of	  my	  feeling.	  There	  is	  a	  practical	  application	  for	  this	  idea	  manifested	  in	  the	  practical	  component	  of	  my	  work	  in	  the	  form	  of	  the	  “process	  room”.	  
Novalis	   says:	   “The	   world	   must	   become	  
romanticized.	   That	   way	   one	   finds	   again	   the	  
original	   meaning.	   Romanticizing	   is	   nothing	   but	   a	  
qualitative	   potentializing….	   This	   operation	   is	   still	  
wholly	   unknown”	   (1990:	   24).	   It	   could	   be	   argued	  
that	  this	  process	  has	  a	  connection	  to	  the	  sublime	  
and	   the	   experience	   of	   achieving	  
sublime/sublimation.	   Novalis	   goes	   on	   to	   speak	  
about	   the	   process	   of	   romanticizing	   in	   relation	   to	  
the	  fragment.	  
	  
When	   I	   confer	   upon	   the	   commonplace	   a	   higher	  
meaning,	   upon	   the	   ordinary	   an	   enigmatic	  
appearance,	   I	   romanticize	   it.	   The	   operation	   is	  
reversed	  for	  the	  higher,	  unknown,	  mystical,	  infinite	  
(Novalis,	  c1800	  cited	  in	  Koerner,	  1990:	  23).	  
	  
In	  pointing	  to	  the	  everyday,	  Novalis	  highlights	  the	  	  
fragment,	   and	   speaking	   about	   elevation,	   he	  
ultimately	   refers	   to	   the	   process	   of	   elevating	  
something	  from	  the	  everyday	  to	  the	  sublime.	  One	  
could	   argue	   that	   specific	   works	   like	   Friedrich’s	  
paintings	   are	  prime	  examples	  of	   elevation	  of	   the	  
everyday,	   and	   his	   process	   of	   elevation	   was	  
achieved	   through	   painting.	   By	   using	   the	   alder	  
thicket	  Friedrich	  was	  highlighting	  or	  romanticising	  
an	   everyday	   element	   but	  which	   is	   only	   part	   of	   a	  
complex	   and	   vast	   boundless	   environment.	   A	  
significant	  signifier	  in	  the	  1800s	  (time)	  but	  also	  in	  
Germany	   (space).	   This	   process	   of	   elevating	  
smaller	   fragments	   can	   continue	   indefinitely	   as	  
physical	   and	   non-­‐physical	   fragments	   have	   a	  
relationship	   to	   the	   ‘unknown’	   and	   as	   the	  
unknown	   is	   exactly	   that,	   never	   to	   be	   fully	  
understood	  or	  portrayed.	  The	  process	  of	  elevating	  
everyday	   fragments	   can	   continue	   infinitely.	   It	   is	  
only	   within	   this	   elevation	   that	   the	   idea	   of	  
sentiment	   has	   value,	   the	   combination	   of	   many	  
fragments	  physical	  and	  non-­‐physical	  can	  create	  a	  
whole	   but	   to	   make	   the	   whole	   seamless	   and	  
perfect,	  some	  form	  of	  sentiment	  and	  nostalgia	  are	  
needed.	  
	  
This	   romanticizing,	   or	   as	   Koerner	   terms	   it,	  
‘qualitative	  potentializing’,	  which	   is	  necessary	   for	  
the	   understanding	   or	   appreciation	   of	   Friedrich’s	  
paintings	   to	   occur,	   is	   a	   valuable	   idea	   which	  
Koerner	  explains	  as	  the	  “operation	  of	  making	  the	  
insignificant	   appear	  monumental,	   the	  empty	   full,	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the	  shallow	  deep”	  (Sublime)	  he	  goes	  on	  to	  expand	  
on	   his	   idea	   of	   romanticizing	   in	   relation	   to	  
Friedrich’s	  Alder	  Thicket:	  
	  	  
More	  striking,	  the	  alder	  thicket	  and	  fir	  grove	  of	  the	  
later	   From	   the	   Dresden	   Heath	   position	   us	   in	   an	  
intermediary	  space,	  where	  the	  artist-­‐wanderer	  still	  
travels	   in	   an	   empty	   landscape,	   and	   where	  
belonging,	   arrival	   and	   meaning	   are	   at	   most	  
memories	   or	   projects,	   accessible	   only	   if	   we	  
ourselves	  romanticize	  the	  painted	  image	  before	  us.	  
Our	   own	   interpretative	   path	   thus	   far	   represents	  
such	  an	  operation	  (Koerner,	  1990:	  27).	  
	  	  
One	  could	  argue	  that	  there	  is	  a	   link	  between	  this	  
‘qualitative	   potentializing’	   and	   the	   fragment,	  
almost	   as	   if	   the	   fragment	   is	   a	   partner	   to	   the	  
‘potentializing’	   with	   interdependency	   between	  
the	  two.	  As	  one	   looks	  at	   the	  alder	  thicket	  and	  fir	  
grove	   one	   is	   presented	   with	   a	   fragment,	   not	   a	  
complete	  image.	  It	  is	  only	  through	  ’potentializing’	  
that	   the	   landscape	   can	   be	   extended	   beyond	   the	  
small	   fragment	   of	   the	   alder	   thicket	   or	   fir	   grove.	  
Furthermore,	   ‘potentializing’	   is	   linked	   to	   “an	  
intermediary	  space”,	  a	  space	  that	  can	  expand	  and	  
contract,	   creating	   an	   environment;	   allowing	   for	  
the	   potential	   to	   unfold.	   It	   is	   in	   this	  
potential/intermediary	  space	  that	  the	  Rückenfigur	  
is	  found.	  	  
	  
It	  is	  the	  relationship	  to	  the	  unknown	  which	  can	  be	  
linked	   to	   the	   idea	   of	   the	   fragment,	   not	   having	   a	  
clear	   idea	   how	   the	   fragment	   could	   be	   used	   or	  
where	  the	  fragment	  would	  lead,	  it	  can	  be	  used	  as	  
a	  metaphor	   for	   the	   artistic	   process	   and	   a	   strong	  
reliance	   on	   process	   itself	   to	   achieve	   a	   ‘whole’.	   It	  
could	  imply	  that	  the	  true	  nature	  of	  process	  can	  be	  
paralleled	   to	   a	   process	   characterised	   by	   an	  
indeterminate	  ideology	  driven	  by	  the	  unknown.	  	  
	  
When	   looking	   at	   the	   contemporary	   sublime	   the	  
book	  The	  Future	  of	  Art:	  An	  Aesthetics	  of	  the	  New	  
and	   the	   Sublime,	   by	   Marcella	   Tarozzi	   Goldsmith	  
highlights	  some	  key	   issues	  that	  resonate	  with	  my	  
MA	   project,	   and	   can	   be	   useful	   to	   start	   applying	  
the	  Romantic	  Sublime	  with	  its	  fragmentary	  nature	  
to	  a	  contemporary	  example/paradigm.	  Goldsmith	  
focuses	   on	   the	   new	   as	   an	   idea	   which	   features	  
heavily	  in	  her	  text	  and	  has	  many	  parallels	  with	  the	  
unknown,	   which,	   is	   a	   major	   component	   of	   the	  
Sublime	  and	  the	  life	  of	  fragments.	  
	  
The	  new,	  since	  it	  requires	  a	  state	  of	  receptivity	  that	  
is	   quite	   alien	   to	   the	   subject	   as	   theorized	   by	   its	  
proponents,	   excludes	   any	   definition.	   The	   new	  
requires,	   instead,	   a	   state	   of	   flux	   that	   can	   be	  
ascribed	  only	  to	  a	  subjectivity	  in	  the	  making,	  never	  
complete,	   and,	   therefore,	   never	   quite	   subjective	  
(Goldsmith,	  1999:	  xii).	  	  
	  
I	  am	  attempting	  to	  use	  the	  ideas	  in	  these	  texts	  to	  
further	  my	  own	  understanding	  of	  my	  art	  practice	  
and	   the	   making	   of	   meaning	   and	   value	   within	  
process.	   Furthermore	   these	   ideas	   are	   useful	   in	  
understanding	   the	   contemporary	   sublime.







To	   better	   understand	   the	   role	   of	   the	   void	   or	  
nothingness	   within	   the	   contemporary	   sublime,	  
the	  next	  section	  will	   focus	  on	  a	   text	  on	   Japanese	  
philosophy,	   Religion	   and	   Nothingness	   by	   Keiji	  
Nishitani.	   The	   introduction	   by	   the	   translator	   Jan	  
van	  Bragt	  highlights	  two	  fundamental	  points	  that	  
in	   Nishitani’s	   texts	   differ	   from	   the	   traditional	  
Western	  “subject-­‐object”	  dynamic.	  	  
	  
Firstly	   he	   speaks	   about	   “conditioned	   co-­‐
production”	   in	   which	   “reality”	   is	   an	   infinite	  
network	   of	   interconnected	   “interrelations	  whose	  
momentary	   nodes	   make	   up	   the	   ‘things’	   of	  
experience.	  It	  is	  pure	  relation	  without	  substance.”	  
This	   lack	   of	   separation	   between	  man	   and	   things	  
or	   the	   blurring	   between	   subject	   and	   object	  
creates	   the	   second	   difference,	   called	   “non-­‐ego”.	  
Here	   “the	   basic	   self-­‐affirmation	   through	   which	  
man	   makes	   himself	   a	   permanent	   centre	   of	   his	  
world	   is	  undercut”	   instead	  he	   loses	  himself	   in	  an	  
“All	   are	   One”	   or	   “formless	   nothingness”	   (van	  
Bragt	  in	  Nishitani,	  1982:	  xxv).	  
	  
This	  is	  an	  “explanation	  of	  reality”	  but	  sounds	  very	  
much	  like	  a	  nihilistic	  strategy	  to	  “reduce	  the	  facts	  
of	   experience”	   to	   nothingness.	   (van	   Bragt	   in	  
Nishitani,	  1982:	  xxv)	  Nishitani	  does	  not	   intend	   to	  
negate	   existence	   as	   the	   “original	   Buddhism	  with	  
its	  world-­‐negating	  and	  reduction	  of	  all	  reality	  to	  a	  
cosmic	  dream	  or	  ‘mind-­‐only’	  state	  does,”	  instead,	  
he	   is	   suggesting	   a	   positive	   idea	   that	   could	   be	  
compared	  to	  a	  “Radical	  empiricism”	  (van	  Bragt	  in	  
Nishitani,	  1982:	  xxv),	  a	  worldview	  where	  dualities	  
like	   world-­‐negating	   and	   world	   affirming	   coexist,	  
manifest	  in	  a	  state	  of	  nothingness	  or	  in	  a	  place	  of	  
emptiness.	   Where	   things	   come	   into	   being	   from	  
their	   relationships	   to	   other	   things	   and	   only	   truly	  
become	   real	   when	   their	   contrast	   or	   opposite	  
exists	  to	  create	  a	  space	  for	  understanding.	  
	  
Van	  Bragt	  uses	   Japanese	  and	  Chinese	  art	   to	  help	  
us	   better	   understand	   this	   explanation	   of	   reality	  
within	   the	   “eastern	   paintings”	   (van	   Bragt	   in	  
Nishitani,	   1982:	   xxv).	   The	   goal	   is	   not	   to	   express	  
reality	   as	   we	   see	   it	   in	   the	   physical	   sense,	   but	  
rather	   there	   is	   an	   emphasis	   on	   revealing,	   “the	  
soul,	   but	   this	   soul	   is	   nothing	   other	   than	   the	  
formless	   world”.	   The	   difference	   between	   these	  
paintings	   and	   Western	   paintings	   are	   the	  
prevalence	   of	   “blank	   or	   empty	   space”	   and	   how	  
they	   come	   into	   being.	   The	   form	   of	   things	   are	  
expressed	   by	   the	   empty	   space	   rather	   than	   the	  
other	   way	   around	   (van	   Bragt	   in	   Nishitani,	   1982:	  
xxv)	  
	  
Van	   Bragt	   explains	   the	   Western	   dependency	   on	  
form	   for	   existence	  or	   ‘being’,	   and	  when	   “form	   is	  
gone	  reality	  has	  been	  negated”	  but	  in	  the	  Eastern	  
mind	   the	   “removal	   of	   the	   immediate	   and	  
overpowering	   face	   of	   reality	   is	   but	   a	   necessary	  
condition	   for	   what	   is	   really	   real	   to	   appear”	   (van	  
Bragt	   in	   Nishitani,	   1982:	   xxvi).	   When	   form	   is	  
removed,	   the	   nothingness	   gives	   the	   impression	  
that	   something	   absolute	   exists	   within	   the	  
nothingness	   and	   its	   vestige	   or	   essence	   can	   be	  
found	  in	  the	  formless.	  
	  
Van	   Bragt	   maps	   the	   development	   of	   the	  
emptiness	   or	   the	   exclusion	   of	   form,	   but	   states	  
that	   the	   union	   of	   “affirmation	   and	   negation”	  
occurs	   exclusively	   in	   the	   Mahayana	   tradition;	  
where	   something	   and	   nothing	   can	   coexist	   or	  
where	  “things	  become	  an	  expression	  of	  the	  void”	  
allowing	   for	   the	   common	   use	   of	   “form	   is	  
emptiness,	   emptiness	   is	   form”	   (van	   Bragt	   in	  
Nishitani,	  1982:	  	  xxvi)	  
	  	  
He	   goes	   on	   to	   explain	   the	   central	   point	   to	  
Nishitani’s	   writings	   that	   is	   the	   “complete	  
viewpoint	   of	   emptiness”	   with	   little	   reference	   to	  
philosophies	   that	   developed	   out	   of	   Chinese	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Buddhism.	   Nishitani	   is	   a	   “modern	   representative	  
of	   an	   Eastern	   speculative	   tradition…	   based	   on	   a	  
peculiarly	  Asian	   religious	  experiences”	   (van	  Bragt	  
in	  Nishitani,	  1982:	  xxvi).	  	  
	  
The	   results	   and	   ideas	   of	   the	   Kyoto	   school	   have	  
similarities	   to	  German	   Idealism	  and	   its	  outcomes	  
(van	   Bragt	   in	   Nishitani,	   1982:	   xxix).	   Van	   Bragt	  
posits	  that	  there	  are	  two	  main	  similarities	  the	  use	  
of	   logical	   discourse	   and	   the	   belief	   that	   through	  
contemplation	   or	   the	   loss	   of	   self,	   knowledge	  
outside	  of	  reality	  or	  reason	  can	  be	  attained	  (1982:	  
xxix).	   So	   the	   discussion	   of	   this	   “paradox”	   is	  
symptomatic	  of	  the	  Kyoto	  school	  and	  their	  way	  of	  
writing.	   Paradox	   that	   seems	   to	   be	   “logically	  
meaningful”	   and	   “the	   sole	   means	   to	   drive	   the	  
mind	  on	  to	  truly	  real	  reality”	  as	  seen	   in	  Nishida’s	  
definition	  of	  the	  real	  as	  a	  “self-­‐identity	  of	  absolute	  
contradictories…”	   or	   “as	   a	   “coincidence	   of	  
opposites”	   (van	   Bragt	   in	   Nishitani,	   1982:	   xxix).	  
This	   system	   of	   paradoxes	   follows	   on	   to	   both	  
Nishida	  and	  Nishitani’s	  way	  of	  writing:	  “dialectic	  is	  
not	  so	  much	  the	  process	  of	  thesis,	  antithesis,	  and	  
synthesis,	   but	   a	   discovery	   of	   contradictions	   and	  
the	  unity	  or	  identity	  in	  these	  contradictions”	  (van	  
Bragt	   in	   Nishitani,	   1982:	   xxx).	   What	   is	   useful	   to	  
note	   here	   is	   the	   existence	   of	   dualities	   in	   writing	  
and	   thinking	   within	   Nishida	   and	   Nishitani’s	  
writings.	  
	  
To	   illustrate	   the	   “paradoxical”	   way	   of	   speaking	  
within	   the	   writing	   of	   Nishida	   and	   Nishitani	   one	  
can	   look	  at	   the	  use	  of	   the	  “conjunctive	  soku-­‐	   ‘hi’	  
translated	  to	  sive	   in	  Shinto-­‐Japanese	  Mahayana”,	  
that	   is	   placed	   “between	   two	   contradictory	  
concepts	   for	   instance	   in	   the	   formula,	   emptiness-­‐
sive-­‐form,	  form-­‐sive-­‐emptiness”	  (emptiness–	  non-­‐	  
form,	  form-­‐non-­‐emptiness)	  and	  its	  function:	  
	  
it	   is	  meant	  to	  draw	  off	   the	  total	   reality	  of	   the	  two	  
poles	   into	   itself	   as	   their	   constitutive	   and	  
ontologically	  prior	  unity.	  It	   indicates	  the	  only	  point	  
or	  “place”	  at	  which	  the	  opposites	  are	  realised	  and	  
display	   their	   true	   reality.	   In	   order	  more	   clearly	   to	  
show	   the	   “inverse	   correspondence”	   or	   “identity	  
through	  negation”	   at	  work	   here,	   this	   has	   at	   times	  
been	   referred	   to	  as	   the	   logic	  of	  soku/hi	   (sive/non)	  
(van	  Bragt	  in	  Nishitani,	  1982:	  xxx)	  
	  
The	   sive/non	   is	   valuable	   in	   the	   context	   of	   this	  
project	   as	   a	   “‘place’	   or	   ‘point’	   at	   which	   events	  
occur”	  (van	  Bragt	   in	  Nishitani,	  1982:xxx),	  possibly	  
as	   a	  dynamic	   state	  where	   the	   concepts	   can	  exist	  
simultaneously.	   Within	   the	   world	   of	   the	  
Rückenfigur	   it	  might	  be	  the	  space	   immediately	   in	  
front	   of	   the	   Rückenfigur	   a	   negative	   or	   blank	  
space.	  Van	  Bragt	   follows	   the	   language	  of	   “locus”	  
which	   Nishida	   used	   first	   when	   he	   spoke	   of	   “the	  
absolute	   as	   the	   ‘locus	   of	   absolute	   nothingness’”.	  
The	  use	  of	  this	  “metaphorical	  terminology”	  has	  its	  
own	  dangers	  of	  leading	  the	  reader	  astray	  but	  van	  
Bragt	   assures	   us	   that	   this	   speech	   appears	   even	  
within	   our	   own	   [Western]	   description	   of	   the	  
absolute	  with	  “frequency	  and	  consistency”	  –	  “as	  a	  
‘transcendent’	  –	  whether	  ‘up	  there’	  or	  ‘out	  there’.	  
(van	  Bragt	  in	  Nishitani,	  1982:	  xxx)	  
	  
According	  to	  Nishida	  and	  Nishitani	  “our	  everyday	  
idea	  of	  ‘place’	  is	  not	  a	  mere	  non-­‐existent	  ‘nothing’	  
and	  yet	  neither	   is	   it	   an	  existent	   ‘something’	   (van	  
Bragt	   in	   Nishitani,	   1982:	   xxxi).	   Van	   Bragt	   quotes	  
Jasper’s	   term	   ‘encompassing’	   “that	   allows	   things	  
to	  exist	  where	  they	  are:	  each	  on	   its	  own	  and	  yet	  
all	   together	   in	  a	   sort	  of	  oneness.”	  He	  goes	  on	   to	  
explain	   the	   idea	   of	   place	   and	   how	   it	   relates	   to	  
matter	   by	   using	   a	   spectrum	   to	   illustrate	   the	  
following;	   on	   the	   far	   left	   there	   is	   the	   “common-­‐
sense”	  version	  of	  the	  relationship	  between	  things	  
and	  place	   (the	  kettle	   is	   in	   the	  kitchen)	  on	  the	   far	  
right	  of	  the	  spectrum	  is	  the	  idea	  of	  a	  “field”	  in	  the	  
more	   scientific	   sense.	   From	   their	   material	   make	  
up	  to	  their	  very	  “intimate	  relationships”	  and	  what	  
“defines	   their	   reality”	   (van	   Bragt	   in	   Nishitani,	  
1982:	   xxxi).	   In	   the	   move	   from	   one	   end	   of	   the	  
spectrum	   to	   the	   other,	   van	   Bragt	   explains	   how	  
“background”,	   which	   in	   the	   common	   sense	   idea	  
of	   place,	   is	   barely	   relevant	   and	   becomes	   that	  
which	  holds	   the	  matter	   in	  place,	  allowing	   for	   the	  
deeper	   reality	   of	   things	   to	   come	   to	   the	   fore.	  
Things	   that	   are	   all	   in	   the	   same	   field	   create	  
relationships	   and	   contrasts,	   through	   which	   the	  
intrinsic	  quality	  or	  true	  form	  of	  the	  thing	  appears.	  
These	   relationships	   are	   not	   obvious	   within	   the	  
common	   sense	   idea	   of	   ‘place’	   (van	   Bragt	   in	  
Nishitani,	  1982:	  xxxi).	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When	  looking	  at	  the	  Kyoto	  school	  and	  specifically	  
within	   the	   writing	   of	   Nishitani	   and	   Nishida	   that	  
which	  is	  real	  is	  only	  so	  “on	  the	  field	  of	  emptiness”.	  	  
A	   space	   which	   is	   not	   the	   “everyday	   encounter	  
with	  things”	  and	  not	  the	  encounter	  with	  “God	  or	  
Idea”	  but	  rather	  it	  is	  only	  within	  the	  reality	  of	  the	  
things	   themselves	   (van	   Bragt	   in	   Nishitani,	   1982:	  
xxxi).	  	  
	  
In	   the	   East,	   emptiness	   and	   absolute	   nothingness	  
are	  ideas	  indivisible	  for	  the	  concept	  of	  place.	  Thus	  
place	   and	   emptiness	   “as	   Shimomura	   reminds	   us,	  
is	   commonly	   considered	   the	   basis	   of	   existence”	  
(van	   Bragt	   in	   Nishitani,	   1982:	   xxxi).	   Nishida	   used	  
the	   “idea	  of	   locus”	   to	  establish	   the	   idea	  of	  place	  
but	  in	  actuality,	  because	  emptiness	  and	  place	  are	  
inseparable,	   so	   too	   is	   existence	   	   (van	   Bragt	   in	  
Nishitani,	  1982:	  xxxi).	  
	  
Absolute	   nothingness	   embraces	   both	   being	   and	  
nothingness.	   Nishitani	   developed	   the	   idea	   and	  
“reached	   a	   point	   at	   which	   being	   coincided	   with	  
nothingness”	  (Van	  Bragt	   in	  Nishitani,	  1982:	  xxxii).	  
Van	   Bragt	   raises	   the	   question	   whether	   the	  
Western	   idea	  of	  being	   is	   really	  “subsumed	  under	  
Eastern	   nothingness”,	   or	   whether	   it	   is	  
“manipulated	   as	   a	   kind	   of	   ‘antithesis’	   or	  
steppingstone	  to	  that	  nothingness.”	  
	  
Within	   Eastern	   culture	   nothingness	   is	   connected	  
to	  the	  ”world-­‐negating	  aspect	  of	  eastern	  religion”,	  
specifically	   Buddhism,	   and	   is	   seen	   as	   positive	   as	  
“containing	   in	   itself,	   salvation	   or	   true	   human	  
realization”.	  It	  is	  a	  ‘mystical	  idea’	  in	  the	  sense	  that	  
life	   itself	   is	   seen	   not	   to	   have	   a	   direct	   value	   but	  
rather	   to	   realize	   its	   value	   through	   death”(van	  
Bragt	  in	  Nishitani,	  1982:xxxiii).	  
	  
It	   seems	   that	   emptiness	   is	   a	   strategy	   for	  
realization	   as	   Nishitani’s	   “structure	   or	   logic	   of	  
religious	   experience	   represents	   the	   prototype	   of	  
every	   effort	   of	   the	   mind	   to	   grasp	   the	   truth	   of	  
things”(van	   Bragt	   in	   Nishitani,	   1982:xxxiii).	   It	   is	  
this	   non-­‐religious	   structure	   that	   is	   instructive	  
within	   this	   project.	   Within	   a	   non-­‐religious	  
structure	   the	   relationship	   between	   the	   sublime	  
and	   nothingness/emptiness/void	   starts	   to	   show	  
through	  the	  rhetoric.	  
	  
In	  Nishitani’s	  writings	  he	  tries	  to	  create	  a	  reading	  
which	  is	  accessible	  to	  a	  western	  ideology,	  bringing	  
across	  the	  positive,	  life	  affirming	  emptiness	  which	  
is	   part	   of	   Zen	   Buddhism,	   an	   emptiness	   which	   in	  
the	   sublime	   of	   the	   German	   Romanticism	   is	  
encapsulated	   in	   the	   relationship	   between	   the	  
Rückenfigur	   and	   his	   landscape/void.	   He	   is	  
separate,	  alien	  to	  the	  landscape	  with	  no	  way	  into	  
the	   unknown.	   However	   within	   Nishitani’s	  
emptiness	  the	  man	  is	  not	  seen,	  he	  is	  separate	  but	  
part	  of	  an	  encompassing	  oneness.	  The	  sublime	  in	  
Nishitani’s	  framework,	  does	  not	  rely	  on	  the	  kitsch,	  
nostalgic,	   emotional	   grounding	  which	   it	   needs	   in	  
German	  Romanticism	  but	  rather	  a	  space	  which	   is	  
detached	  from	  the	  illusion	  of	  self.	   It	   is	  not	  empty	  
in	   the	   Western	   sense	   of	   the	   word	   but	   rather	   a	  
field	   where	   the	   truth	   of	   existence	   is	   recognised.	  
Where	  binaries	  dynamically	  coexist.	  
	  
Hase	   Shōtō	   writes	   about	   Nishitani’s	   later	   text	  
“Emptiness	  and	   Immediacy”,	   (1987)	   in	  Nishitani’s	  
Philosophy	   of	   Emptiness	   in	   “Emptiness	   and	  
Immediacy”	   (2009)	  where	   he	   explains	   Nishitani’s	  
use	  of	   a	  metaphor	  of	   two	   rooms	   to	   speak	   about	  
the	   imaging	   of	   emptiness	   and	   more	   importantly	  	  
“making	  things	  transparent”:	  
	  
The	  metaphor	   is	   that	   of	   the	   relationship	   between	  
two	  rooms,	  rooms	  A	  and	  B,	  that	  are	  separated	  by	  a	  
wall	   made	   of	   a	   single	   board.	   The	   wall	   of	   room	   A	  
that	   faces	   room	   B,	   as	   the	   boundary	   of	   room	   B,	  
indicates	  room	  A.	   In	   this	  case,	   room	  A	   is	   indicated	  
not	  as	  room	  A,	  but	  as	  a	  part	  of	  room	  B.	  In	  this	  way,	  
A	  reflects	  itself	  and	  moves	  into	  something	  different	  
by	   changing	   its	   form.	   This	   is	   what	   Nishitani	   calls	  
“the	   imaging	   of	   A”	   The	   relationship	   between	  
humans	   and	   the	   transcendent,	   as	   well	   as	   that	  
between	  self	  and	  others,	   is	  explained	   through	   this	  
metaphor.	  In	  more	  general	  terms,	  this	  explains	  the	  
relationship	   between	   disparate	   individual	   things	  
that	  are	  incommensurate	  with	  each	  other.	  In	  other	  
words,	   this	   metaphor	   indicates	   the	   mutual	  
relationship	  between	  all	  things	  occupying	  a	  specific	  
localized	  “space”	  in	  the	  world	  (Shōtō,	  2009:	  78).	  
	  
The	  making	   things	   transparent	  could	  address	   the	  
existence	  of	  binaries	  simultaneously,	   relying	  on	  a	  
knowing	  and	  to	  a	  certain	  degree	  on	  seeing.	  	  
	  
Nishitani	   goes	   on	   to	   speak	   about	   human	  
sentiment	  and	  its	  use	  in	  the	  imaging	  of	  emptiness	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in	   the	   text	   Emptiness	   and	   Immediacy	   (1987),	  
wherein	  it	  could	  be	  argued,	  there	  are	  parallels	  to	  
the	   idea	   of	   visual	   embodiment.	   	   Shōtō	   explains	  
that,	  Keiji	  Nishitani:	  
	  
…takes	   up	   the	   notion	   of	   emptiness	   in	   relation	   to	  
human	  sentiment	  and	  the	  problem	  of	  imagination.	  
He	   argues	   that	   emptiness	   is	   reflected	   in	   human	  
sentiment	   in	   a	   process	   he	   terms	   the	   ‘imaging	   of	  
emptiness’	   …as	   well	   as	   the	   related	   concepts	   of	  
‘making	   things	   transparent’	   and	   ‘fundamental	  
imagination’	  (Shōtō	  on	  Nishitani,	  2009:	  75).	  
	  
The	   British-­‐Indian	   sculptor	   Anish	   Kapoor	   (1954)	  
who	   is	   known	   for	   his	   large	   scale	   installations	  
which	   “explored	   what	   he	   sees	   as	   deep-­‐rooted	  
metaphysical	   polarities:	   presence	   and	   absence,	  
being	  and	  non-­‐being,	  place	  and	  non-­‐place	  and	  the	  
solid	  and	  the	  intangible”	  (Tate:	  2002)	  said:	  “What	  
is	   important	  however,	   is	   the	   idea	   that	   the	  works	  
are	   manifestations,	   signs	   of	   a	   state	   of	   being”	  
(Kapoor,	   1990:92).	   One	   could	   argue	   that	   the	  
emphasis	   of	   these	   ideas	   and	   how	   they	   relate	   to	  
process,	  lies	  in	  a	  directness;	  between	  the	  material	  
and	  process	  as	   far	  as	   the	  artistic	  practice	  goes,	  a	  
focus	  on	  the	  action	  or	  activation	  of	  space	  through	  
action.	  
	  
To	  extend	  further	  on	  this	  directness	  of	  experience	  
and	  action,	   some	  of	   the	   rituals	  associated	   to	  Zen	  
Buddhism	  explain:	  
	  
That	  practice	  does	  not	   lead	   to	  Enlightenment,	  but	  
is	   carried	   out	   in	   the	   state	   of	   being	   Enlightened;	  
otherwise	   it	   is	   not	   practice.	   In	   a	   logically	  
constructed	   picture	   of	   the	   world	   he	   equates	   all	  
being-­‐	   the	   believer,	   his	   practice	   and	   the	   world	   –	  
with	   the	   present	   moment,	   the	   moment	   of	  
Enlightenment.	   Striving	   for	   Enlightenment	   would	  
be	   going	   astray………insistence	   on	   the	   coincidence	  
of	   practice	   which	   the	   goal	   of	   practice	  
(Enlightenment)	   that	   characterizes	   many	   ‘ways’	  
that	  arose	  later	  –	  the	  tea	  way,	  the	  flower	  way,	  the	  
way	  of	  archery	  and	  others.	  It	  is	  not	  a	  question	  of	  a	  
success	   to	   be	   achieved,	   the	   performance	   contains	  
its	   own	   value;	   way	   and	   goal	   coincide	   in	   every	  
phrase	  (Heinemann,	  1991:	  225).	  
	  
In	   this	   quote	   Heinemann	   is	   speaking	   about	   the	  
striving	   for	   true	   form	   that	   is	   associated	   to	   a	  
variety	  of	  ritualised	  actions	  where	  the	  moment	  of	  
action	   or	   the	   action	   itself	   is	   the	   goal.	   True	   form	  
can	  only	  be	  found	  in	  conjunction	  with	   immediate	  
awareness	   and	   primary	   action.	   One	   of	   these	  
ritualised	  actions	  that	  became	  formalised	   is	  what	  
is	   generally	   known	   as	   the	   tea	   ceremony	   or	  
chanoyu	   defined	   as:	   “a	   Japanese	   ceremony	   at	  
which,	  tea	  is	  prepared,	  served,	  and	  taken	  with	  an	  
ancient	  and	  involved	  ritual”	  (Sadler,	  1934).	  
	  
To	   bring	   these	   ideas	   back	   to	   material	   and	  
immaterial	   fragments	   we	   can	   break	   it	   up	   into	   a	  
two	   fold	   idea.	   On	   the	   first	   tier;	   the	   elevation	   of	  
the	   commonplace;	   whether	   it	   is	   the	   use	   of	  
everyday	   action	  or	   an	   everyday	  material,	   and	  on	  
the	  second	  tier	  the	  capacity	  of	  these	  fragments	  to	  
create	  something	  higher/more	  complex/elevated,	  
whether	   it	   is	   in	  practice	  or	   in	  a	  material	  form.	  All	  
of	   which	   can	   only	   be	   achieved	   when	   an	  
immediate	   or	   direct	   awareness	   exists	   between	  
the	  artist	  and	  their	  material	  or	  process.	  	  
	  
All	   these	  processes	  of	  activation	  or	   romanticizing	  
are	  not	  only	   related	   to	   the	  unknown	  and	   infinite	  
but	   they	   materialize	   within	   a	   potential	  
environment	  whether	  it	  is	  time	  or	  space.	  	  
	  
	  The	   present	  moment	   has	   the	   potential,	   it	   is	   not	  
only	  about	   taking	  action	  now,	  and	  not	   relying	  on	  
some	   future	   reward	   but	   rather	   the	   quality	   of	  
action	   is	   the	   reward,	   and	   the	   quality	   of	   action	   is	  
seen	  or	   felt	   in	   the	  experience	  of	   the	  outcome	  of	  
the	  action.	   It	   is	   through	   the	  achievement	  of	   true	  
form	  that	  one	  can	  find	  the	  wholeness	  or	  oneness	  
of	  the	  ‘fragments’.	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In	   Cheetham’s	   text	   “Matting	   the	   Monochrome:	  
Malevich	   (1879-­‐1935),	   Klein	   (1928-­‐1962),	   and	  
Now”	   he	   explains	   the	   duality	   in	   the	   phrase	  
“matting	   the	   monochrome”.	   It	   “refers	  
simultaneously	   to	   the	   intrinsic	   and	   extrinsic	  
contexts	  in	  which	  we	  might	  reconsider	  this	  type	  of	  
abstraction	   today.	  One	  “mats”	  a	  work	  of	  art	  as	  a	  
way	   of	   presenting	   it	   against	   something	   that	   it	   is	  
not,	   a	   practice	   that	   applies	   to	   the	   installation	   of	  
the	  work	  as	  well	  as	  to	  its	  internal	  composition	  and	  
reception.”	   Furthermore,	   there	   is	   another	  
relationship,	   which	   Cheetham	   emphasises	  
between	   the	   monochrome	   and	   the	   Judo	   mat;	   a	  
flat	   blue	   surface,	   “not	   merely	   supplemental	   but	  
necessary	   support	   planes,	   limits,	   and	   frames	   for	  
the	  marital	  arts”	  (Cheetham,	  2005:	  100).	  
	  
	  
Figure	  9	  Yves	  Klein,	  Monochrome	  bleu	  sans	  titre,	  1955,	  dry	  pigment	  
and	  synthetic	  resin	  on	  gauze	  on	  panel,	  66	  x	  46	  cm,	  Private	  
collection.	  ©	  Yves	  Klein	  Archive/ARS,	  New	  York/ADAGP,	  Paris.	  
	  
What	  I	  find	  helpful	  in	  the	  use	  of	  the	  mat	  is	  how	  it	  
relates	   to	   the	   idea	   of	   “locus”,	   “as	   the	   place	   or	  
point	  where	  events	  occur”	  (van	  Bragt	  in	  Nishitani,	  
1982:	   xxx),	   in	   relation	   to	   both	   the	   mat	   and	   the	  
monochrome,	  as	  spaces	  where	  dualities	  co-­‐exist.2	  
Cheetham	   speaks	   about	   the	   monochrome	  
specifically	   in	   relation	   to	   the	   work	   of	   Yves	   Klein	  
and	  Klein’s	  Judo	  practice	  and	  how	  the:	  
	  
Zen	   attributes	   of	   the	   Judo	   form	   Klein	   studied	   in	  
Japan	   and	   promoted	   in	   Spain	   and	   France	  with	   his	  
teaching	  and	  writing	   informed	  his	   innovations	  and	  
excesses	   in	   abstract	   art	   throughout	   his	   short	   but	  
prolific	  career	  and	  are	  exemplary	  of	  his	  holistic,	  as	  
opposed	   to	   pure	   or	   autonomous,	   sense	   of	   art	  
practice	  (Cheetham,	  2005:95).	  
	  
“Klein	   systematically	   took	   the	   avant-­‐garde	  
monochrome	   beyond	   the	   frame	   of	   painting”	  
(Cheetham,	   2005:95).	   Here	   Klein	   was	   not	  
referring	   to	   some	   space	   outside	   of	   the	  work	   but	  
rather,	   as	   Cheetham	   explains,	   he	   was	   moving	  
away	   from	   the	   monochrome	   as	   a	   painterly	  
evocation	   of	   three-­‐dimensionality.	   As	   “Donald	  
Judd	   recognised…that	   they	   [monochromes]	   are	  
not	   spatial”	   (Judd	   in	   Cheetham,	   2005:98).	  
Furthermore,	   “Klein	   actively	   sought	   to	   displace	  
and	   even	   destroy	   the	   easel	   picture”	   (Cheetham,	  
2005:98)	   Klein’s	   monochromes	   were	   focused	   on	  
“pure	   sensibility”	   which	   for	   Klein	   was	   “more	   a	  
mystical	   than	   a	   perceptual	   category,	   one	   drawn	  




	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  2	  It	  is	  relevant	  to	  note	  here	  that	  the	  monochrome	  and	  the	  idea	  of	  locus	  have	  a	  specific	  bearing	  on	  the	  Sculptural	  Drawings	  in	  my	  work	  which	  will	  be	  discussed	  in	  the	  last	  chapter,	  My	  structure	  of	  feeling.	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Figure	  10	  Yves	  Klein,	  Leap	  into	  the	  Void,	  5,	  rue	  Gentil-­‐Bernard,	  
Fontenay-­‐aux-­‐Roses,	  France,	  October	  1960.	  The	  title	  of	  this	  work	  by	  
Yves	  Klein,	  according	  to	  his	  newspaper	  Dimanche	  27	  novembre	  
1960,	  is:	  ''A	  man	  in	  the	  Space!	  The	  painter	  of	  the	  Space	  throws	  
himself	  into	  the	  Void!'',	  1960.	  Artistic	  action	  by	  Yves	  Klein.	  Photo	  
Harry	  Shunk-­‐John	  Kender.	  ©	  Yves	  Klein,	  ADAGP,	  Paris	  (for	  the	  
work).	  Photo	  credit	  :	  Harry	  Shunk-­‐John	  Kender	  (for	  the	  photo).	  
Photograph	  Shunk-­‐Kender	  ©	  Roy	  Lichtenstein	  Foundation.	  
	  
Klein	   developed	   his	   understanding	   of	   Kodokan	  
Judo	  not	  only	  by	  practicing	  the	  physical	  aspect	  but	  
also	  by	  “reading	  Zen	  and	  Buddhist	  thought”.	  Klein	  
made	   a	   connection	   between	   Judo	   and	   the	  
“human	   body	   as	   a	   spiritual	   space”	   (Cheetham,	  
2005:	  98).	  There	  was	  a	  clear	  connection	  in	  Klein’s	  
experience	   between	   the	   momentary	  
weightlessness	  of	  a	  Judo	  throw	  and	  his	  notorious	  
Leap	  into	  the	  Void	  of	  1960”	  (Cheetham,	  2005:98).	  
The	  shift	  from	  Der	  Wanderer	  über	  dem	  Nebelmeer	  
to	  the	  Leap	  into	  the	  Void	   is	  one	  of	  activation	  and	  
accessibility.	   Klein	   has	   activated	   the	   void,	   the	  
Rückenfigur	   reiterates	   stereotypes	   of	   the	   lofty	  
artist	   elevated	   above	   everyone	   else,	   facing	   the	  
Unknown.	   Klein	   has	   brought	   the	   artist	   down	   to	  
the	   everyday,	   creating	   a	   space	   where	   the	  
individual	   has	   power	   to	   act.	   The	   void	   is	   outside	  
your	  front	  door	  in	  a	  manner	  of	  speaking.	  
	  
Klein	   was	   interested	   in	   space;	   painting	   space,	  
being	   in	  space,	  experiencing	  space	  –	  space	  which	  
is	   especially	   relevant	   within	   Zen	   Buddhism.	   The	  
idea	   of	   the	   never	   ending	   blue	   sky	   which	   is	   the	  
common	  sense	   idea	  of	  space,	   is	  used	  to	  describe	  
the	  void/nothingness	  (Shōtō,	  2008:	  76).	   In	  Klein’s	  	  
Leap	  into	  the	  void	  one	  can	  trace	  a	  tradition	  which	  
started	   with	   the	   German	   Romantic	   Sublime,	  
looking	  at	  Caspar	  David	  Friedrich’s	  Der	  Wanderer	  
über	   dem	   Nebelmeer	   where	   the	   figure	   of	   the	  
wanderer	   is	   facing	   the	   void	   and	   seeing	   it	   from	  
outside	   as	   something	   which	   he	   is	   not	   able	   to	  
overcome;	   something	   alien	   from	   his	   existence.	  	  
However,	  in	  the	  tradition	  of	  emptiness	  within	  Zen	  
Buddhism,	   specifically	   in	   Nishitani’s	   writings,	  
there	   is	   a	   space	   where	   being	   and	   non-­‐being,	  
something	   and	   nothing	   can	   coexist,	   a	   dynamic	  
space	   of	   duality.	   Leap	   into	   the	   void	   creates	   an	  
awareness	   of	   where	   the	   wanderer	   is	   now	   in	   a	  
space	  of	  duality	  both	  in	  and	  outside	  of	  the	  void,	  a	  
space	  where	  he	  is	  immersed,	  separate	  but	  part	  of	  
the	  emptiness.3	  
	  
In	   1957	   Klein	   ”experimented	   with	   ‘pure’	   space	  
and	   light,	   moving	   on	   from	   his	   painted	  
monochromes.	   He	   used	   light	   in	   emptied	   rooms,	  
known	   as	   monochrome	   spaces,	   to	   create	   the	  
aesthetic	   experience.	   In	   recent	   years	   light	   has	  
become	   a	   medium	   used	   more	   frequently	   by	  
contemporary	   artists,	   the	   likes	   of	   James	   Turrell,	  
(1943)	   Anish	   Kapoor	   (1954)	   and	   Olafur	   Eliason	  
(1967).	  
	  
In	   1957	   Klein	   guided	   chosen	   individuals	   through	  
the	  ‘monochrome	  spaces’	  to	  experience	  the	  work.	  
	  
Not	   all	   recent	   monochromes	   are	   paintings.	   Klein	  
experimented	   with	   “pure”	   space	   and	   light	   in	   an	  
emptied	  room	  at	  the	  home	  of	  Colette	  Allendy	  that	  
was	   part	   of	   a	   May	   1957	   exhibition.	   He	   titled	   this	  
zone	  of	  sensibility	  Les	  Surface	  et	  blocs	  de	  sensibilité	  
picturale	   invisible	   and	   guided	   select	   viewers	   into	  
this	  space	  of	  meditation	  (Cheetham,	  2005:107).	  	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  3	  Everyday	   Sublime:	   the	   idea	   of	   the	   sublime	   from	   the	  mixing	   of	   the	   traditional	   idea	   of	   the	   Sublime	   which	   is	   a	  Western	   concept	   most	   often	   associated	   with	   German	  Romanticism	   and	   the	   religious	   experience	   within	   the	  Japanese	  Philosophy	  of	  Keiji	  Nishitani	  which	  is	  focused	  on	  Emptiness,	  Nothingness	  or	  the	  Void.	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Figure	  11	  James	  Turrell,	  Danae,	  1983,	  Space	  Division	  Constructions,	  
Photograph:	  James	  Turrell	  Studio	  files,	  Available	  at	  
http://jamesturrell.com/artwork/danae/,	  ©	  James	  Turrell	  
	  
The	   use	   of	   meditation	   as	   a	   vehicle	   for	   aesthetic	  
experience	   is	   also	  used	  more	   recently	  within	   the	  
work	   of	   James	   Turrell	   who	   has	   Quaker	   origins,	  
influencing	  how	  his	  work	  is	  experienced,	  allowing	  
for	  a	  quiet	  introspective	  space	  of	  light.	  
	  
	  
Figure	   12,	   James	   Turrell,	   One	   Accord,	   2000,	   Live	   Oak	   Friends	  
Meeting	  House,	  Houston,	  Texas,	  USA	  	  Photograph:	  Florian	  Holzherr	  
Available	   at:	   http://jamesturrell.com/artwork/oneaccord/,	   ©	  
James	  Turrell	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Tara	  Donovan	  is	  an	  American	  artist	  born	  in	  1969,	  
who	  lives	  and	  works	  in	  Brooklyn,	  New	  York.	  
	  
Donovan	   works	   with	   everyday,	   mass-­‐produced	  
materials	   like	   toothpicks,	   pins,	   paper	   plates	   and	  
selotape,	  to	  name	  a	  few.	  Donovan’s	  materials	  are	  
familiar,	   yet	   ambiguous	   once	   the	   finished	   work	  
has	   been	   installed	   (Davenport,	   2003:	   3).	   It	   is	   the	  
process	   of	   oscillation	   between	   the	   unknown	   and	  
known	  that	  the	  installation	  and	  its	  material	  create	  
for	   the	   viewer,	   that	   “transforms	   the	   everyday	   to	  
the	  Sublime”(Stringfield,	  2007:	  280).	  
	  
What	   I	   want	   to	   do,	   is	   to	   fix	   the	   ephemeral	   and	  
submit	  the	  inconsequential	  to	  the	  processes	  of	  art-­‐
making	  (Donovan	  in	  Wei,	  2003:	  102).	  
	  
There	   is	   a	   transformative	   aspect	   to	   her	   work,	  
where	   the	   materials’	   latent	   capabilities	   in	   large	  
amounts	  differ	  from	  the	  materials’	   individual	  and	  
practical	   uses.	   Donovan	   experiments	   with	   these	  
fragments,	   relying	   on	   the	   unknown,	   latent	  
capabilities	  of	  the	  material	  to	  inform	  her	  process.	  
(Neil,	   2007:	   54)	   Within	   her	   process	   there	   is	   a	  
contingency	   of	   problem	   solving	   that	   creates	   a	  
different	   way	   of	   working	   with	   each	   kind	   of	  
material.	  
	  
I	  like	  the	  idea	  that	  my	  work	  is,	  in	  a	  primitive	  sense,	  
manufactured.	   It	   illustrated	   a	   kind	   of	   reversal	   of	  
the	   intended	   fate	   of	   the	   material,	   instead	   of	   this	  
mass-­‐produced	   item	   being	  widely	   and	   individually	  
distributed.	   It	   is	   amassed	   and	   (re)	   manufactured	  
into	   a	   singular	   object	   (Donovan	   in	   Stillman,	   2003:	  
9).	  
	  
Donovan’s	   works	   are	   accumulations	   of	   large	  
amounts	  of	  small	  parts	  that	  make	  up	  the	  whole.	  It	  
could	   be	   argued	   that	   it	   is	   within	   the	   quantity	   of	  
fragments	   that	   the	   identities	   of	   the	   individual	  
parts	   are	   lost	   and	  a	  new	   identity	   is	   created.	   This	  
use	   of	   the	   term	   quantity	   speaks	   to	   Immanuel	  
Kant’s	  discussion	  on	  the	  term	  sublime,	  (Chapter	  2)	  
where	  he	  assigned	  the	  sublime	  the	  characteristics	  
of	   either	   being	   quantity,	   (so	   in	   other	   words	   he	  
makes	   the	   connection	   to	   vastness)	   and	   on	   the	  
other	   hand	   he	   speaks	   about	   the	   absolute	   as	   a	  
quality	  (Kant,	  1790:	  106).	  Donovan’s	  work	  speaks	  
to	  both	  these	  ideas	  (Wei,	  2003:	  101).	  Quantity	  it	  is	  
found	  in	  the	  large	  amounts	  of	  material	  used	  in	  her	  
installations	  and	  then	  in	  the	  quality	  that	  is	  evoked	  
from	  the	  viewer	  experiencing	   them	  and	   feeling	  a	  
moment	   of	   confusion	   when	   the	   object	   is	   not	  
immediately	   recognised.	   This	   unfamiliarity	   or	  
strangeness,	  which	  then	  turns	   into	  wonder	  when	  
the	   fragment	   is	   recognized	   and	   the	   duality	  
between	  simplicity	  and	  complexity,	  is	  experienced	  
	  
Before	  the	  installation	  is	  made	  Donovan’s	  process	  
explores	   form	   and	   space	   by	   incorporating	   a	  
strategy	   of	   problem	   solving	   in	   response	   to	   the	  
properties	  of	  her	  chosen	  materials.	  Donovan	  finds	  
one	   individual	   process	   for	   each	   material,	   which	  
manifests	   itself	   in	  a	  small-­‐scale	   installation	   in	  her	  
studio	  that	  is	  used	  as	  a	  guide	  during	  the	  larger	  on	  
site	  installation	  process.	  This	  on	  site	  installation	  is	  
usually	  done	  by	  a	  group	  of	   installers,	  who	   follow	  
the	   installation	  process,	  but	  work	   independently.	  
Thus	   the	   installation	   is	  made	   through	   applying	   a	  
set	   of	   rules	   that	   result	   in	   the	   application	   of	   a	  
system	  of	  working,	  repeated	  with	  a	  large	  quantity	  
of	   material,	   by	   a	   group	   of	   people.	   (Davenport,	  
2003:	  3)	  
	  
I’m	   not	   interested	   in	   making	   these	   static	   objects	  
that	   just	   get	   moved	   from	   place	   to	   place,”	   “I’m	  
interested	  in	  the	  idea	  that	  they	  can	  shift,	  the	  scale	  
can	   change,	   the	   shape	   can	   change	   depending	   on	  
where	  it	  is	  (Donovan	  in	  Belcove,	  2003:	  223).	  
	  
In	   essence,	   Donovan	   makes	   a	   new	   installation	  
each	   time	   a	   work	   is	   installed	   with	   different	  
dimensions	   and	   different	   amounts	   of	  material	   in	  
different	  locations.4	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  4	  I	  also	  make	  installations	  which	  change	  depending	  on	  installation	  space	  specifically	  using	  my	  tyres.	  Not	  the	  same	  installation	  but	  using	  the	  same	  material.	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When	  looking	  at	  physical	  fragments	  specifically	  in	  
the	   way	   Donovan	   uses	   materials,	   in	   a	   specific	  
process,	   one	   can	   see	   the	   parallels	   between	   the	  
project	   of	   the	   German	   Romantics	   and	   its	   quality	  
of	   “being	   something	   active,	   unfinished”	   and	  part	  
of	   an	   on	   going	   ‘process’.	   This	   gives	   one	   an	  
understanding	   of	   the	   relationship	   between	  
physical	  and	  non-­‐physical	  fragments	  as	  part	  of	  the	  
artistic	   process,	   and	   how	   fragments	   from	  
different	  sources	  can	  propel	   the	  project	   forward.	  
Novalis	  says:	  
	  
The	   world	   must	   become	   romanticized.	   That	   way	  
one	  finds	  again	  the	  original	  meaning.	  Romanticizing	  
is	   nothing	   but	   a	   qualitative	   potentializing….	   This	  
operation	   is	   still	   wholly	   unknown	   (Koerner,	   1990:	  
24).	  
	  
	  This	   idea	  of	   finding	  the	  original	  meaning	  again	   is	  
what	   could	   be	   applied	   to	   Donovan’s	   work;	   she	  
reinvents	   the	   material	   and	   thus	   shifts	   its	  
parameters	   to	   something	   else.	   In	   Donovan’s	  
process	   she	   experiments	   with	   her	   material;	   an	  
intense	   engagement	   where	   a	   single	   solution	   is	  
found	  for	  each	  of	  her	  materials.	   (Wei,	  2003:	  101)	  
Donovan’s	   way	   of	   working	   comes	   from	   a	   direct	  
engagement	   with	   her	  material	   an	   understanding	  
of	   form	   and	   process	   where	   the	   artist	   and	   the	  
material	  are	  in	  earnest	  relation	  to	  one	  another.	  As	  
Donovan	  explains:	  
	  
I	   understand	  my	  practice	   as	   realizing	   or	   activating	  
the	   inherent	   potential	   of	   a	   singular	   material	   by	  
assigning	  predetermined	  rules	  for	  construction	  that	  
allow	   a	   work	   to	   “grow”	   through	   repetitive	   labour	  
(Donovan	  in	  Stillman,	  2003:	  9).	  	  
	  
When	  Donovan	  speaks	  of	  “activating	  the	  inherent	  
potential”	  there	   is	  a	  sort	  of	  equivalence,	  which	   is	  
created	  to	  ‘romanticizing’	  as	  Novalis	  says:	  
	  
When	   I	   confer	   upon	   the	   commonplace	   a	   higher	  
meaning,	   upon	   the	   ordinary	   an	   enigmatic	  
appearance,	   I	   romanticize	   it.	   The	   operation	   is	  
reversed	  for	  the	  higher,	  unknown,	  mystical,	  infinite	  
(Novalis,	  cited	  in	  Koerner,	  1990:	  23).	  
	  
It	  could	  be	  argued	  that	  this	  elevation	  can	  be	  seen	  
in	  the	  transformation	  that	  these	  everyday	  objects	  
undergo	   and	   how	   they	   enter	   the	   space	   of	   the	  
Sublime.	  
In	   his	   1961	   essay	   entitled	   the	   Abstract	   Sublime,	  
Robert	   Rosenblum	   writing	   about	   the	   Romantics	  
and	   their	   relationship	   to	   the	   sublime	  wrote	   that	  
“all	   the	   sublimity	   of	   God	   can	   be	   found	   in	   the	  
simplest	  natural	  phenomena,	  whether	  a	  blade	  of	  
grass	  or	  and	  expanse	  of	  sky”	  (1961:	  109).	  It	  could	  
be	  argued	  that	  within	  Donovan’s	  installations	  it	  is	  
the	  visual	  reference	  to	  natural	  phenomena	  that	  is	  
repeated	  in	  many	  of	  her	  other	  installations,	  which	  
is	   not	   necessarily	   intentional,	   but	   contribute	   to	  
the	  sublime	  quality	  in	  Donovan’s	  work.	  
	  
Resembling	  topographies	  or	  biomorphic	  forms,	  her	  
large-­‐scale	  works	  often	  resonate	  with	  the	  complex	  
geometry	   found	   in	   the	   natural	   world.	   Donovan	  
chooses	   her	   material	   before	   seeing	   what	   she	   can	  
make	  of	   it	  –	   finding	   the	   tipping	  point	  when	  object	  
ceases	   to	   be	   itself	   and	   becomes	   something	  
different	  (Solway,	  2008:	  364)	  
	  
What	   is	   interesting	   to	   note	   is	   the	   relationship	  
between	   nature	   and	   the	   sublime,	   which	   is	  
emphasized	   within	   German	   Romanticism.	   To	  
integrate	   this	   link	   to	   landscape	   and	   nature	   even	  
more,	  is	  the	  imagery	  used	  within	  Japanese	  Shinto	  
religion,	  which	   is	   related	   to	   Zen	   Buddhism.	   Here	  
the	   absolute	   is	   seen	   in	   any	   natural	   phenomena,	  
large	  mountains,	   boulders	  or	  waves	   that	   inspires	  
awe	  are	  designated	  Kami	  which	  are	  embodiments	  
of	   the	  absolute	   (Heinemann,	  1991:	  213).	   For	   this	  
Masters	   project,	   the	   absolute	   is	   not	   necessarily	  
God	   in	   the	   Western	   sense	   but	   rather	   it	   is	   the	  
unknown,	   ineffable	   –	   something	   just	   outside	   our	  
grasp	  of	  understanding.	  
	  
Untitled	  Plastic	  cups	  	  
	  
Figure	  13	  Tara	  Donovan,	  Untitled	  (plastic	  Cups),	  2006.	  Plastic	  
drinking	  cups,	  dimensions	  variable,	  (detail),	  Available	  at:	  
http://www.flickr.com/photos/janelle/138200848/in/photostream	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Figure	  14	  Tara	  Donovan,	  Untitled	  (plastic	  Cups),	  2006,	  Plastic	  
drinking	  cups,	  dimensions	  variable,	  installation	  view,	  Available	  at:	  
http://photos1.blogger.com/blogger/3573/314/1600/donovan.jpg	  
	  
Donovan	   made	   this	   simple	   yet	   complex	  
installation	  with	   the	   help	   of	   a	   team	  of	   installers,	  
painstakingly	   placing	   stacked	   towers	   of	   plastic	  
cups	   at	   varying	   heights;	   creating	   what	   can	   be	  
described	  as	  a	  miniature	  snow	  covered	  landscape.	  
This	  repetition	  of	  units	  and	  installation	  done	  by	  a	  
team	   are	   just	   two	   commonalities	   Donovan’s	  
process	   has	  with	  Minimalism,	   the	   art	  movement	  
she	   has	   come	   to	   be	   closely	   associated	   with.	   I	  
would	   like	   to	   acknowledge	   the	   strong	   link	  
between	  Donovan	  and	  Minimalism	  but	  point	  out	  
it	  is	  not	  the	  focus	  of	  my	  project.	  
	  
Tara’s	   work	   isn’t	   ironic.	   It	   actually	   takes	   up	   the	  
discourse	   of	   Minimalism.	   It’s	   about	   creating	   a	  
system,	   using	   a	   structure	   and	   repeating	  
incremental	  units	  that	  can	  go	  from	  the	  finite	  to	  the	  
seemingly	  infinite	  (Kino,	  2008:	  3)	  
	  
The	  use	  of	  white	  plastic	  cups	  has	  the	  added	  effect	  
of	   illumination	   and	   shadowy	   recesses,	   all	   by	  
products	   of	   the	   inherent	   qualities	   of	   the	   plastic	  
cups	  and	  what	  they	  naturally	  do.	  
	  	  
These	   installations	   start	   off	   from	   straight	   outer	  
edges	   that	   are	   built	   up	   in	   a	   free	   form	   process,	  
where	   the	  stacks,	  which	  exist	  already,	  determine	  
the	  shape,	  height	  and	  dimensions	  of	  the	  different	  
stacks	  of	  cups	  that	  are	  being	  added.	  The	  contour	  
of	   the	   installation	   is	  not	  decided	  beforehand	  but	  
evolves	   and	   comes	   into	   being	   during	   the	  
installation	  process.	  From	  a	  distance	  the	  material	  
used	   to	   make	   this	   interesting	   installation	   seems	  
ambiguous.	   It	   is	   this	   indistinct	   strangeness	   or	  
foreignness	   in	  her	  works	  that,	  after	   investigation,	  
goes	   over	   to	   recognition,	   and	   finally	   to	  
amazement,	  as	  the	  viewer	  recognises	  the	  familiar	  
everyday	  things	  used	  in	  her	  installations.	  	  
	  
The	   Abstractionists	   felt	   a	   beautiful	   thing	   in	  
perceiving	  how	  the	  medium	  can,	  of	  its	  own	  accord,	  
carry	   one	   into	   the	   Unknown	   (Motherwell	   in	  




Figure	  15	  Tara	  Donovan,	  Haze,	  2003.	  Translucent	  plastic	  drinking	  




Figure	  16	  Tara	  Donovan,	  Haze,	  2003,	  Translucent	  plastic	  drinking	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Figure	  17	  Tara	  Donovan,	  Haze,	  2003,	  Translucent	  plastic	  drinking	  




At	  first	  sight	  this	  works	  material	  is	  unrecognizable;	  
one	  makes	  up	  your	  own	  ideas	  as	  to	  what	  it	  is	  and	  
what	   it	   represents.	   It	   can	  be	  described	  as	   soft	  or	  
puffy;	   something	  one	  would	   see	   looking	  out	  of	  a	  
flying	   airplane,	   something	   which	   one	   does	   not	  
usually	   get	   the	   opportunity	   to	   see	   close	   up.	   The	  
transparent,	   light	   filled,	   hollow	   quality	   of	   the	  
material	   creates	   pockets	   of	   light	   and	   dark.	   Only	  
after	  closer	  inspection	  does	  one	  realise	  that	  what	  
one	   is	   looking	   at	   is	   nothing	   other	   than	   a	   lot	   of	  
drinking	  straws	  carefully	  stacked	  one	  on	  another.	  
	  
The	   repetition	   of	   the	   unit	   has	   the	   effect	   of	  
changing	   the	   identity	   of	   the	   material,	   making	   a	  
shift	   in	  our	  understanding	  of	  what	  a	  straw	   is	  and	  
how	   it	   can	   be	   used.	   This	   transformation	   in	   the	  
material	   is	   a	   result	   of	   process	   and	   installation,	  
both	   of	   which	   are	   dependent	   on	   the	   materials	  
characteristics.	   Donovan’s	   works	   are	   made	   of	  
material	   units	   that	   are	  one	   colour	  only,	   resulting	  
in	   the	   finished	   works	   being	   a	   pale	   white	  
monochrome.	   The	   only	   variations	   are	   slight	   and	  
created	   by	   light	   interacting	   with	   the	   material.	   It	  
could	   be	   argued	   that	   Donovan’s	   works	   are	  
monochromes.	   Light	   has	   a	   discourse	   of	   its	   own	  
but	   I	   would	   like	   to	   relate	   to	   light	   in	   terms	   of	  
understanding	  or	  experience.	  
	  
…light	   has	   come	   to	   mean	   illumination	   and	  
enlightenment,	  a	  possession	  of	  the	  mind	  
(Herbert,	  1998:	  96).	  
	  
It	   is	   this	   process	   of	   illumination,	   this	   process	   of	  
coming	  to	  understand	  and	  comprehend	  what	  one	  
is	  looking	  at,	  in	  relation	  to	  Donovan’s	  work	  which	  
is	  relevant	  here.	  	  
	  
An	   attempt	   at	   understanding	   complexity;	   the	  
process	  of	  comprehension	  has	  been	  associated	  to	  
the	   Sublime,	   when	   looking	   at	   Untitled	   (Plastic	  
cups)	  the	  light	  or	  illumination	  which	  is	  part	  of	  the	  
work,	  is	  a	  direct	  characteristics	  of	  the	  plastic	  cups	  
themselves.	   Furthermore	   it	   is	   important	   to	   note	  
that	   there	   is	   light	   in	   the	   majority	   of	   Donovan’s	  
works.	   	   The	  physical	   light	   in	   these	  works	   is	   a	  by-­‐
product	   of	   the	   actual	   material	   whether	   it	   be	  
radiating,	   channelling,	   reflecting	   or	   capturing	  
light.	   The	  material,	   resulting	   in	   complex	   displays	  
of	   illumination,	   channels	   the	   light	   that	  acts	  of	   its	  
own	   accord.	   In	   Untitled	   (Styrofoam	   Cups)	   the	  
illumination	   in	   the	   cups	   creates	   further	  
complexity	   in	   the	   installation	   and	   adds	   to	   the	  
process	  of	  grappling	  with	  what	  one	   is	   looking	  at;	  
this	  process	  is	  a	  fragment	  of	  the	  Sublime.	  	  
	  
	  
Figure	  18	  Tara	  Donovan,	  Untitled	  (Styrofoam	  Cups),	  2008.	  
Styrofoam	  cups	  and	  glue,	  dimensions	  variable,	  installation	  view,	  
Available	  at:	  http://www.svlstg.com/when-­‐art-­‐mimics-­‐nature/	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Figure	  19	  Tara	  Donovan,	  Untitled	  (Styrofoam	  Cups),	  2008,	  




	  Knowledge	  gained	  from	  within	  can	  be	  compared	  
to	   knowledge	   that	   is	   grasped	   through	   a	   vigorous	  
process	   of	   understanding	   or	   internal	   reasoning.	  
Being	   enlightened	   or	   illuminated	   has	   many	  
connected	  ideas	  whether	  it	  is	  spiritual,	  intellectual	  
or	   rational.	   “Illumination	   is	   often	   spiritual	   in	  
nature,	   applied	   both	   to	   God	   as	   the	   source	   of	  
divine	   light	   and	   to	   individuals	   who	   manifest	   it”	  	  
(Herbert,	   1998:	   96).	   Furthermore,	   it	   is	   important	  
to	  note	  that	   the	  unknown	  becomes	  known	  when	  
viewing	  Donovan’s	  work.	  
	  
This	   encapsulation	   of	   spiritual	   /	   aesthetic	  
bewilderment	   within	   a	   thing	   goes	   hand	   in	   hand	  
with	   the	   ‘unknown’	   and	   the	   ‘known’.	   Thus	   the	  
unknown	  could	  be	  found	  in	  either	  complexity	  or	  a	  
lack	   of	   understanding	   or	   in	   this	   case	   ‘darkness’.	  
However,	  rather	  than	  connect	  the	  sublime	  with	  a	  
conservative	   sense	   of	   religious	   experience,	   one	  
could	   argue	   that	   awe	   and	   wonder	   as	   somatic	  
experiences	   can	   be	   linked	   directly	   to	   the	   looking	  
at	  and	  being	  with	  artworks	  or	  in	  the	  world.	  
	  
Donovan	  uses	   thousands	  of	  drawing	  pins	  pushed	  
into	   “gatorboard”	   to	   make	   two-­‐dimensional	  









Figure	  20	  Tara	  Donovan,	  Drawing	  Pins,	  2010,	  Gatorboard,	  paint	  and	  





Figure	  21	  Tara	  Donovan,	  Drawing	  Pins,	  2010,	  Gatorboard,	  paint	  and	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Figure	  22	  Tara	  Donovan,	  Drawing	  Pins,	  2010,	  Gatorboard,	  paint	  and	  




The	   ‘Drawing	  Pins’	   follow	  Donovan’s	  profuse	  use	  
of	  material,	   and	   demonstrate	   Donovan's	   process	  
of	  finding	  one	  unique	  technique	  or	  process	  that	  is	  
applied	  to	  each	  unit	  in	  her	  work.	  It	  can	  be	  argued	  
that	  here	  the	  function	  of	  the	  drawing	  pins	  is	  used	  
as	  a	  guide	  in	  the	  process	  and	  the	  reflective	  quality	  
of	   the	   pinheads	   as	   a	   visual	   guide	   in	   the	  
development	  of	  the	  work.	  The	  drawing	  pins	  seem	  
to	   reference	   themselves	   collectively	   just	   as	   they	  
look	  individually.	  	  
	  
It	  can	  be	  argued	  that	  the	  image	  is	  not	  only	  a	  visual	  
representation	  of	   light	  but	   that	   the	  drawing	  pins	  
in	   their	   totality	   mimic	   the	   actual	   surface	   of	   a	  
single	  pin	  head,	  and	   in	  their	  capacity	  to	  hold	  and	  
refract	   the	   light.	   When	   one	   moves	   from	   side	   to	  
side	   the	   light	   reflection	   from	   the	   pin	   heads	  
changes	  and	  the	  light	  shifts.	  The	  image	  generates	  
itself	  when	  the	  viewer	  moves	  –	  it	  could	  be	  argued	  
that	   the	   individual	   pinheads	   are	   generating	   the	  
work	  and	  the	  process	  themselves.5	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  5	  Similarly	  to	  Donovan’s	  Drawing	  Pins	  the	  Sculptural	  
Drawings	  discussed	  in	  the	  last	  chapter	  also	  use	  the	  paint	  and	  charcoal	  to	  create	  works	  that	  generate	  themselves.	  
	  
Increasingly	   her	   work	   has	   focused	   on	   the	   way	  
translucent	   materials	   affect	   perception	   “I	   think	   in	  
terms	  of	   infinity	  –	  of	   [the	  material]	  expanding.	   I’m	  
interested	   in	   the	   idea	   of	   a	   visual	   expansive	   field	  
that	  has	  shifting	  viewpoints	  (Solway,	  2008:	  364).	  
	  
What	  is	  noteworthy	  in	  relation	  to	  Donovan’s	  work	  
is	   the	   making	   of	   value	   out	   of	   such	   seemingly	  
commonplace	   things.	   Through	   the	   use	   of	   her	  
process,	   an	   almost	   transcendent	   potential	   space	  
is	   created	   where	   material	   generates	   works	   with	  
an	   open-­‐ended	   possibility	   of	   infinity.	   Here	   one	  
comes	  face	  to	  face	  with	  the	  absolute.	  Toothpicks,	  
pins,	   plastic	   cups	   and	   straws	   are	   not	   seen	   as	  
valuable	  materials	   in	   the	   traditional	   sense	  of	   art.	  
Their	  value	   is	  created	   in	   their	  experience,	   from	  a	  
process	  of	   imaging	  emptiness	  she	  creates,	  seeing	  
the	  absolute.	  She	  makes	  value	  from	  nothingness.	  
	  
	  
Figure	  23	  Tara	  Donovan,	  Transplanted,	  2001.	  Tar	  paper,	  121.9	  x	  
1,229.4	  x	  1,524	  cm,	  (detail),	  Available	  at:	  
http://www.scottnatvig.com/apps/blog/tara-­‐donovan-­‐two	   	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  When	  the	  viewer	  moves	  around	  the	  work	  the	  image	  changes	  and	  different	  elements	  are	  visible.	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Materiality	   is	   closely	   related	   to	   Social	   Biography.	  
This	   view	   argues	   that	   an	   object	   cannot	   be	   fully	  
understood	  at	  any	  single	  point	   in	   its	  existence	  but	  
rather	   should	   be	   understood	   as	   belonging	   in	   a	  
continuing	   process	   of	   meaning,	   production,	  
exchange	  and	  usage	  (Edwards,	  2002:	  68).	  
	  
What	   are	   fragments	   in	   the	   artistic	   process?	   The	  
word	   ‘practice’	   could	   mean:	   “the	   actual	  
application	   or	   use	   of	   a	   plan	   or	   method,	   as	  
opposed	   to	   the	   theories	   relating	   to	   it,	   the	  
customary	  or	  expected	  procedure	  or	  way	  of	  doing	  
something,	   the	   practicing	   of	   a	   profession	   or	   the	  
action	   or	   process	   of	   practicing”.	   The	   word	  
‘artistic’,	   which	   can	   be	   defined	   as;	   “having	   or	  
revealing	   natural	   creative	   skill”	   or	   “relating	   to	   or	  
characteristic	   of	   art	   or	   artists”	   implies	   that	   the	  
practice	  is	  not	  only	  related	  to	  the	  use	  of	  a	  specific	  
process	   but	   is	   related	   to	   the	   process	   of	   making	  
particular	   art	   objects.	   (New	   Oxford	   American	  
Dictionary:	  2012)	  
	  
According	   to	   the	   Concise	   Oxford	   English	  
Dictionary	   ‘fragment’	   can	  be	  defined	  as:	   “a	   small	  
part	   broken	   off,	   detached,	   an	   isolated	   or	  
incomplete	   part”.	   (Concise	   Oxford	   English	  
Dictionary:	   2011)	  Within	   the	   above	   question	   the	  
word	   ‘fragment’	   refers	   to	   something	  
indeterminate	   within	   the	   consideration	   of	   its	  
relationship	   to	   the	   artistic	   practice.	   The	  
‘fragments’	  being	  parts	  of	  a	   larger	  process;	  has	  a	  
direct	   link	   to	   material,	   whether	   it	   is	   physical	  
material,	   in	   other	   words,	   something	   like	   tooth	  
picks	   or	   tyres,	   which	   the	   work	   is	   made	   from,	   or	  
conceptual	   material	   which	   could	   be	   something	  
immaterial	  or	  an	  idea	  which	  the	  work	  reads	  as	  or	  
refers	   to.	   So	   one	   could	   argue	   that	   a	   fragment	   in	  
artistic	   practice	   could	   be	   a	   physical	   fragment	   or	  
non-­‐physical	   fragment	   that	   is	   part	   of	   a	   bigger	  
physical	  or	  non-­‐physical	  thing;	  this	  thing	  could	  be	  
part	   of	   process,	  memory,	   history	   or	   imagination.	  
Furthermore,	   even	   the	   process	   of	   making	   could	  
be	   fragmented;	   with	   the	   ‘process’,	   being	   the	  
active	   element	   between	   the	   fragment	   and	   the	  
whole,	   leaving	   the	  outcome	  of	   the	  process	  as	  an	  
equivalent	   to	   the	   ‘whole’	   but	   not	   a	   precursor	   to	  
the	  development	  of	  the	  process.	  	  
	  
To	  clarify,	  the	  idea	  of	  what	  the	  work	  will	  look	  like	  
is	   not	   the	   first	   step	   in	   the	   process.	   The	   process	  
allows	   the	   indeterminate	  nature	  of	   the	   fragment	  
to	  shape	  the	  direction	  of	  the	  artistic	  practice.	  The	  
first	   step	   in	   the	   process	   is	   an	   engagement	   with	  
the	  fragment	  either	  physical	  or	  non-­‐physical.	  
	  
Fragments	   are	   potential	   things.	   What	   they	   are	  
part	   of	   is	   not	   always	   immediately	   clear.	   They	  
place	   artists	   and	   their	   process	   in	   a	   potential	  
space,	   which	   can	   shift,	   change	   and	   overlap.	  
Fragments	   have	   the	   ability	   to	   be	   useful,	   moving	  
from	   the	   unknown	   in	   a	   multiple	   of	   ways	   that	  
develop	   over	   time	   through	   a	   process	   of	  
engagement.	   It	   is	   the	   fragments’	   relationship	   to	  
the	  unknown	   that	   is	   specifically	   relevant	   to	   their	  
role	  in	  relation	  to	  my	  own	  artistic	  practice,	  and	  for	  
this	   project	   (MA	   research)	   their	   undetermined	  
nature	   results	   in	   a	   process	   that	   is	   open	   ended	  
with	   no	   predetermined	   idea	   of	   the	   final	  
exhibition.	  
	  
To	   illustrate	   the	   interrelation	   between	   process	  
and	  physical	  and	  non-­‐physical	   fragments	   I	  will	  be	  
referring	  to	  Tara	  Donovan’s	  process	  who	  uses	  the	  
idea	   of	   the	   fragment	   in	   the	   material	   and	  
immaterial	  sense,	  to	  create	  self	  generative	  works.	  
	  
The	  process	   of	   understanding	   the	   fragments	   and	  
their	  relationships	  to	  one	  another	  became	  vital	  in	  
understanding	  my	   own	   practice.	   The	   goal	   of	   the	  
project,	   develops	   and	   changes,	   whilst	   the	  
parameters	   of	   the	   project	   shift	   constantly.	  
Allowing	   more	   fragments	   to	   become	   visible	  
through	   the	   process	   of	   working,	   creating	   more	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relationships	   to	   understand	   and	  more	   fragments	  
to	  reveal.	  	  
	  
To	   understand	   the	   structure	   of	   process,	   and	  
therefore	  value	   the	  practical	   engagement,	   I	   have	  
spoken	   about	   Donovan	   and	   her	   practice.	   The	  
value	   of	   process	   is	   evident	   in	   Donovan’s	   process	  
of	   making	   and	   how	   the	   real	   dynamics	   between	  
artist	  and	  their	  fragments	  evolve.	  
	  
In	  my	  undergraduate	  practice	   the	   first	   fragments	  
that	   I	   came	   to	   use	   were	   cut	   segments	   of	   used	  
tyres.	   One	   starting	   point	   of	   this	  MA	   project	   was	  
trying	   to	   understand	   the	   relevance	   of	   this	  
industrial	   object	   and	   how	   its	   use	   affected	   my	  
artistic	   practice.	  Only	   through	   understanding	   the	  
first	   phase	   in	   my	   process	   of	   working,	   in	   this	  
instance,	  my	  use	  of	   tyres	   and	  how	   they	   came	   to	  
be	  part	  of	  my	  practice,	  could	  the	  next	  fragment	  in	  
the	  process	  start	  to	  take	  shape.	  	  
	  
I	   cut	   down	   and	   reassembled	   used	   tyres	   into	  
singular	  whole	  sculptural	  objects	  that	  consisted	  of	  
many	   separate	   parts.	   The	   use	   is	   not	   the	   only	  
aspect	   of	   the	   tyre	   that	   needs	   understanding	   but	  
also	   how	   the	   tyre	   as	   a	   fragment	   of	   a	   larger	  
narrative	   fits	   into	   my	   artistic	   practice.	  
Biographically	   speaking	   there	   are	   clear	   links	  
between	  the	  tyres	  and	  Richards	  Bay,	  the	  industrial	  
town	  in	  which	  some	  of	  my	  formative	  years	  where	  
spent,	   and	   the	   dolos	   which	   is	   synonymous	   with	  
Richards	   Bay	   and	   has	   become	   integral	   to	   this	  
project.	  
	  
The	   biography	   of	   the	   material	   maps	   the	  
relationship	   between	   fragments	   and	   the	   artistic	  
process.	  Using	   the	  biography	  of	   the	  material	   is	   a	  
direct	   attempt	   at	   ‘understanding’	   the	   ‘fragment’	  
and	   that	   which	   is	   material	   (matter)	   as	   well	   as	  
content	   (information)	   within	   the	   process	   of	  
making,	   here	   I	   am	   referring	   to	   the	   information	  
which	   is	   a	   latent	   part	   of	   the	  material	   (matter)	   in	  
other	  words	   referring	   to	   something	   inside	  of	   the	  
material	  or	   referring	   to	   the	   characteristics	  of	   the	  
material	   itself.	   Furthermore,	   not	   only	   am	   I	   using	  
my	   biography	   to	   map	   my	   practice	   and	   the	  
fragments	   which	  make	   up	   that	   practice	   but	   in	   a	  
sense	   the	   material/fragments	   are	   creating	   an	  
automatic	   biography	   or	   aut[o]biography	   –	   a	  
biography	   about	   things	   by	   things,	   informed	   by	  
time,	  engagement	  and	  activation.	  
	  
Coullie	   explains	   that	   whilst	   writing,	   the	  
biographer	   appeals	   to	   individual	   and	   collective	  
identities	   to	   relate	   the	   subject	   to	   the	   reader	  
(2003:2).	   Within	   my	   writing	   the	   subject	   is	   an	  
object,	   and	   one	   could	   argue	   that	   how	   collective	  
and	   individual	   identities	   relate	   to	   objects	   are	  
fundamental	   in	   the	   final	   sublimation	   of	   the	  
object.	  With	  haptic	  and	  optic	  history	  and	  memory	  
contributing	  to	  that	  biography.	  
	  
Appadurai	  (2006:	  15)	  speaks	  about	  the	  similarities	  
of	  “persons	  and	  things”	  in	  his	  text,	  The	  Social	  Life	  
of	  Things	  (2006),	  and	  that	  things,	  like	  persons	  “are	  
invested	   with	   the	   properties	   of	   social	   relations”.	  
Furthermore,	   any	   and	   all	   things	   can	   make	   the	  
journey	  from	  commodity	  to	  singularity	  and	  back”	  
(Appadurai,	  2006:	  15)	  
	  
Using	   everyday	   objects	   to	   make	   installations	  
could	  be	  compared	  to	  painting	  an	  everyday	  scene	  
or	   everyday	   images,	   for	   example,	   Caspar	   David	  
Friedrich’s	   painting	   Fir	   trees	   by	   the	   snow	   (1824),	  
where	   everyday	   content	   is	   elevated	   from	   its	  
everyday	  status.	  Appadurai	  points	  out	  how	  things	  
are	  manifestations	  of	   “a	   longer	   social	   trajectory”	  
and	   how	   there	   is	   an	   “illusion	   of	   permanence”	  
connected	   to	   the	   traditional	   plastic	   arts.	  
Comparing	   the	   flawless	   nature	   of	   an	   oil	   painting	  
where	   the	   artists’	   hand	   is	   not	   obviously	   seen	   in	  
brush	  strokes	  or	  impasto.	  Where	  the	  frame	  size	  is	  
rigid	   and	   unchanging.	   The	   only	   way	   to	   alter	   the	  
image	   is	   to	   add	  a	  piece	  of	   frame,	  but	   this	  would	  
fundamentally	   change	   the	   image.	   Similar	   to	   a	  
traditional	  sculpture,	  once	  the	  stone	  is	  cut	  there	  is	  
no	   way	   to	   change	   the	   dimension	   of	   the	   work	  
except	  for	  addition,	  but	  again	  this	  would	  not	  end	  
in	  the	  same	  work	  but	  a	  completely	  different	  one.	  
Furthermore	  the	  permanence	  is	  seen	  in	  the	  image	  
themselves	   as	   referring	   to	   something	   existent	   or	  
recognisable	   but	   this	   illusion	   is	   not	   only	   seen	   in	  
the	   things	   themselves	  but	  are	  exposed	  when	   the	  
action	   behind	   the	   hand	   which	   made	   them	   are	  
seen	  (Appadurai,	  2006:	  16).	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Both	  Donovan	  and	  I	  use	  materials	  not	  traditionally	  
associated	   to	   the	   plastic	   arts,	   Donovan	   uses’	  
everyday	  industrial	  materials.	  In	  my	  own	  process,	  
tyres,	   roof	   paint,	   wood	   sealant	   and	   8mm	   round	  
bar	  are	  all	  examples	  of	  materials	  not	  traditionally	  
associated	   with	   the	   plastic	   arts.	   The	   resulting	  
artworks	   are	   not	   static	   but	   can	   move	   and	   grow	  
and	  need	  an	  active	  engagement	   from	  the	  viewer	  
where	   looking	   at	   the	  work	   from	  one	  perspective	  
only	  or	  sitting	  in	  one	  place	  does	  not	  activate	  these	  
works	  but	  rather	  requires	  standing	  up	  and	  moving	  
around	   the	  work,	   looking	   and	   engaging	  with	   the	  
work	  from	  a	  wider	  range	  of	  angles..	  
	  
Appadurai	  speaks	  about	  how:	  	  
	  
the	  very	  objecthood	  of	  art	  objects	  require	  action	  in	  
order	   to	  resist	   the	  historical	  process	   that	   turn	  one	  
kind	  of	  thing	  into	  another	  kind	  of	  thing	  unless	  one	  
is	   committed	   to	   the	   project	   of	   maintaining	   the	  
work	   of	   art	   as	   such-­‐	   an	   permanent	   objects	   and	  
repository	  of	  permanence	  (	  Appadurai,	  2006:16).	  
	  
Granted	   that	   there	   is	   safety	   in	   permanence,	   but	  
permanence	   is	   a	   fallacy,	   as	   “the	   corrosion	   of	  
history	  only	  supports	  and	  intensifies	  the	  inherent	  
tendency	  of	  things	  to	  move	  on	  to	  some	  new	  state	  
in	   their	   social	   lives.	   And	   this	   is	   as	   true	   of	   art	  
objects	   as	   it	   is	   of	   things	   in	   general”	   (Appadurai,	  
2006:16)	  
	  
This	  “inherent	   tendency	  of	   things	   to	  move	  on”	   is	  
visible	   in	   the	  work	   and	   process	   of	   Tara	  Donovan	  
with	   her	   use	   of	   plastic	   cups,	   toothpicks	   and	   pins	  
and	   within	   my	   own	   practice	   in	   the	   use	   of	   old	  
tyres.	  Appadurai	  contrasts	  the	  traditions	  of	  plastic	  
art	  with	  its	  rigidity	  to	  “action	  art,	  performance	  art,	  
installation	   art	   body	   art,	   and	   so	   on	   in	  which	   the	  
lines	  between	  the	  object	  and	  the	  event”…”are	  all	  
deliberately	   blurred	   to	   produce	   effects	   that	   are	  
calculated	   to	   deny	   the	   illusion	   of	   permanence”	  
(Appadurai,	  2006:	  16).	  
	  
This	   “illusion	   of	   permanence”	   (Appadurai,	   2006:	  
16)	   is	   especially	   evident	   in	   Tara	   Donovan’s	  
installations	  as	  they	  are	  installed	  multiple	  times	  in	  
different	   dimensions	   and	   spaces	   in	   different	  
locations.	   Granted	   that	   Donovan	   uses	   materials,	  
all	   new	   and	   clean,	   some	   of	   which	   aren’t	   even	  
biodegradable.	   However,	   Donovan	   shatters	   the	  
illusion	   of	   permanence,	   not	   only	   in	   the	   use	   of	  
everyday	  objects	   like	  tooth	  picks	  and	  plastic	  cups	  
which	   have	   been	   designated	   for	   very	   different	  
uses	  in	  different	  contexts,	  but	  she	  goes	  on	  to	  shift	  
the	  permanence	  of	  function,	  which	  is	  synonymous	  
with	   material.	   One	   can	   almost	   identify	   the	  
material	   as	   something	  else.	   It	   is	   almost	  a	   change	  
in	  identity	  for	  the	  objects.	  
	  
Donovan’s	   elevation	   of	   everyday	  material	   to	   the	  
loftiness	   of	   the	   sublime	   can	   be	   compared	   to	  
Appadurai’s	   characterization	   “of	   the	   last	   three	  
decades	   or	   so	   of	   artwork	   worldwide,	   [and	   the]	  
rediscovery	   of	   the	  world	   of	   activity	   [which]	   seek	  
to	   exploit	   the	   vulnerability	   of	   objects	   to	   change,	  
[and]	   take	   advantage	   of	   the	   corrosive	   effects	   of	  
history	   and	   context	   and	   to	   incorporate	   the	  
mortality	  of	  the	  artist	  and	  the	  body	  into	  the	  fabric	  
of	   the	   artwork	   itself”	   (2006:	   16).	   Donovan’s	  
installation	   processes	   are	   very	   specific,	   with	   one	  
process	   per	   material.	   Donovan	   applies	   the	  
process	   to	   a	   small	   amount	   of	   material	   in	   her	  
studio	   by	   herself.	   It	   is	   then	   applied	   to	   a	   large	  
amount	   of	   material	   by	   a	   team	   of	   installers,	  
working	  in	  a	  temporary	  in	  a	  space,	  until	  it	  is	  taken	  
down	   or	   destroyed	   and	   reinstalled	   in	   a	   different	  
space	  to	  different.	  
	  
Appadurai	  goes	  onto	  speak	  about	  the	  profusion	  of	  
things	   in	   India,	   using	   the	   photographs	   of	  
Raghubhir	  Singh	  he	  explains:	  
	  
things	   are	   endlessly	   reflected	   and	   refracted	   until	  
they	  form	  an	  endless	  chain	  of	  material	  effects…	  it	  is	  
not	   possible	   to	   say	   that	   the	   extraordinary	   human	  
faces	   are	   any	   more	   or	   less	   expressive	   than	   the	  
profusion	   of	   things	   by	  which	   they	   are	   surrounded	  
(Appadurai,	  2006:	  18).	  	  
	  
Here	   the	   boundless	   abstraction	   of	   things	   relate	  
and	   evoke	   the	   social	   relations	   of	   people,	   but	   he	  
applies	  it	  to	  things	  as	  well.	  The	  social	  relations	  of	  
things	   can	   be	   likened	   to	   a	   biography	   of	   the	  
material	   because	   “profusion”,	   does	   not	  
distinguish	   between	   people	   and	   things	  
(Appadurai,	   2006:	   18).	   Speaking	   about	   the	  
similarity,	   “both	   things	   and	   humans	   share	   the	  
misery	   of	   commodity”	   he	   references	   Marcel	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Mauss	   and	   Karl	  Marx	   “and	   that	   both	   things	   and	  
humans	  share	  the	  mystery	  of	  the	  commodity	  and	  
the	  underlying	  metric	  of	  labour.	  Here	  I	  would	  like	  
to	  highlight	  within	  Donovan’s	  work	  as	  well	  as	  my	  
own	   the	   role	   of	   industrial	   everyday	   objects	   and	  
the	   sublimation	   created	   by	   “profusion”	  
(Appadurai,	   2006:18).	   Profusion	   on	   its	   own	   has	  
the	   effect	   of	   remaking	   identity.	   Through	  
profusion,	   things	   have	   the	   ability	   to	   morph	   into	  
nothingness	   and	   reveal	   everything,	   as	   Appadurai	  
explains,	   “the	   logic	   of	   profusion	   leads	   one	   to	  
inquire	  about	  a	  closely	  related	  property	  of	  things,	  
namely	   their	   relationship	   to	   abstraction”	   (2006:	  
18).	  This	  abstraction	  through	  profusion	  is	  useful	  in	  
Donovan	   as	   well	   as	   my	   own	   project.	  Where	   the	  
sheer	  mass	  of	   fragments	   creates	   something	  else,	  
unrecognisable.	  
	  
Appadurai	   draws	   his	   associations	   from	   India	   a	  
landscape	   synonymous	   with	   overcrowding	   or	  
overpopulation.	   For	   my	   own	   practice	   I	   draw	  
associations	   to	   a	   landscape	   and	   seascape	  
repeating	   continuous	   movement,	   smoke,	   steel,	  
stink,	  nature	  and	  industry.	  Appadurai	  emphasises	  
“the	   sheer	   profusion	   of	   things	   in	   India	   makes	   it	  
impossible	  to	  set	  apart	  from	  its	  wider	  context	  and	  
make	  it	  difficult	  to	  distinguish	  art	  clearly	  from	  the	  
objects	   of	   everyday	   life”	   (2006:18).	   Within	  
Donovan’s	   and	   my	   own	   practice,	   works	   employ	  
life	   objects	   where	   they	   can	   only	   be	  
distinguishable	   through	   given	   contexts	   of	  
installation.	  
	  
Through	   profusion	   Donovan	   is	   able	   to	   pull	   the	  
viewer	   in	   and	   push	   them	   away	   again,	   creating	   a	  
process	   of	   looking	   where	   the	   material	   becomes	  
an	  abstraction	  of	  itself	  but	  at	  the	  same	  time	  stays	  
what	  it	  is.	  Here	  one	  is	  able	  to	  see	  the	  content	  and	  
process	  as	  equals	  within	  the	  artistic	  practice.	  
	  
It	  could	  be	  argued	  that	  all	  aspects	  of	  the	  artistic	  
process	  could	  be	  seen	  as	  content	  as	  opposed	  to	  
the	  idea	  that	  content	  has	  to	  be	  fuelled	  by	  theory.	  
Therefore	  in	  this	  project	  the	  process	  (making)	  as	  
well	  as	  the	  final	  product	  of	  the	  work	  could	  be	  
seen	  as	  content.	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…physical	   and	   biological	   systems	   in	  which	   pattern	  
and	  structure	  at	   the	  global	   level	  arises	  solely	   from	  
interactions	  among	  the	   lower-­‐level	  components	  of	  
the	   system.	   The	   rules	   specifying	   interactions	  
among	   the	   system’s	   components	   are	   executed	  
using	   only	   local	   information,	  without	   reference	   to	  
the	  global	  pattern	  (Camazine,	  2001:	  1).	  
	  
	  
The	   terms	   ‘self	   generating’	   or	   ‘self	   organising	  
system’	   is	   usually	   found	   within	   a	   biological	   or	  
scientific	   context	   (Camazine,	   2001:	   1),	   but	   it	   is	   a	  
useful	   idea	   in	  speaking	  about	  the	  artistic	  practice	  
and	   the	   interdependence	   between	   fragments	  
(physical	   and	   non-­‐physical)	   and	   artistic	   process.	  
Although	   the	   definition	   is	   ‘scientific’	   in	   its	   base	   I	  
am	   applying	   its	   framework	  within	   the	   context	   of	  
this	  Fine	  Art	  Project	  to	  illustrate	  how	  independent	  
lower	   (local)	   units	  within	   the	   artistic	   process	   can	  
work	  independently	  from	  a	  global	  final	  (whole)	  to	  
propel	  the	  process	  forward.	  	  
	  
Examples	   of	   self	   organisation	   are	   seen	   in	   the	  
“patterns	   on	   sea	   shells	   [and]	   fish	   swimming	   in	  
coordinated	  schools”	  both	  of	  which	  are	  a	  kind	  of	  
pattern	   but	   different	   in	   the	   sense	   that	   they	   are	  
not	  only	  arrangements	  of	  things	  in	  space	  but	  also	  
of	  arrangements	  in	  time	  (Camazine,	  2001:	  1).	  
	  
…in	   neurobiology,	   self	   organization	   contributes	   to	  
temporal	   structure	  and	  anatomical	  organization	   in	  
systems	  ranging	  from	  central	  pattern	  generators	  in	  
simple	   invertebrates	   to	   cognition	   in	   humans	  
(Camazine,	  2001:	  1).	  	  
	  
The	  pattern	  and	  organisation	  that	  evolve	  from	  the	  
self-­‐organising	  system	  has	  no	  “external	  influence”	  
and	   stems	   from	   “interactions	   internal	   to	   the	  
system”.	   There	   is	   an	   “emergent”	   quality	   to	   the	  
system	  that	  comes	  into	  being	  within	  itself	  without	  
any	   external	   interference	   (Camazine,	   2001:	   1).	  	  
“Emergence”	   is	   used	   to	   describe	   the	   process	  
which	   is	   almost	   mysterious	   in	   its	   appearance	  
because	  the	  complexity	  in	  the	  relationships	  which	  
come	   into	   being	   between	   the	   lower	   level	  
components	   in	   the	   system	   are	   too	   complex	   for	  
the	   human	   mind	   to	   fully	   understand,	   although	  
one	   could	   understand	   each	   “element	   and	   their	  
mode	  of	  interaction,	  the	  collective	  properties	  of	  a	  
self-­‐organizing	   system	   often	   seem	   to	   arise	  
unexpectedly”	  (Camazine,	  2001:	  1).	  
	  
The	   self-­‐generating	   systems	   can	   be	   seen	   in	  
“physical,	   chemical	   and	   biological	   systems”	   for	  
example:	  a)	  the	  pattern	  on	  the	  skin	  of	  a	  Zebra,	  b)	  
a	   cone	   shell,	   c)	   sand	   dunes,	   d)	   the	   Belusov-­‐
Zhabotinsky	  chemical	  reaction,	  all	  being	  examples	  
of	  the	  self	  organization	  in	  action	  (Camazine,	  2001:	  
2).	  
	  
a)	   	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
	  
b)	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c)	   	  
	  
d)	   	  
Figure	  24	  –	  Examples	  of	  patterns	  found	  in	  biological,	  physical	  and	  
chemical	  systems.	  a)	  plains	  zebra	  b)	  cone	  shell	  c)	  sand	  dunes	  in	  the	  
Sahara	  dessert	  d)	  Belusov-­‐Zhabotinsky	  chemical	  reaction.	  
	  
The	   self-­‐generating	   system,	   according	   to	  
“experimental	   and	   theoretical	   work”,	   makes	  
these	  patterns	   through	   the	   application	  of	   a	   “few	  
simple	   rules	   that	   are	   continually	   iterated	   among	  
the	  components	  of	  the	  system”	  (Camazine,	  2001:	  
1).	  	  
	  
The	   following	   explanation	   by	   Camazine	   will	   give	  
us	   a	   clear	   example	   of	   how	   the	   system	   works	  
practically	  so	  that	  we	  can	  then	  apply	  it	   in	  a	  more	  
abstract	  way	  to	  the	  artistic	  process:	  
	  
Suppose,	   for	  example,	   that	  each	  pigment	  cell	  on	  a	  
zebra’s	   coat	   could	   either	   produce	   a	   dark	   pigment	  
or	  not,	  depending	  on	  a	  certain	  chemical	  activation	  
above	   or	   below	   a	   certain	   threshold	   level.	   Further	  
suppose	   that	   the	   cells	   in	   the	   skin	   produce	   both	   a	  
chemical	   activator	   and	   an	   antagonistic	   inhibitor	  
(called	  ‘morphogens’),	  which	  both	  diffused	  through	  
the	  skin.	  The	  rules	  regulating	  the	  state	  of	  each	  cell	  
–	   either	   ‘on’	   (producing	   pigment)	   or	   ‘off’	   (not	  
producing	   pigment)	   –	   depend	   on	   the	   relative	  
strengths	   of	   the	   activation	   and	   inhibition,	   their	  
diffusion	   rates,	   the	   initial	   distribution	   of	   the	   cells,	  
and	   their	   threshold	   for	   pigment	   production	  
(Camazine,	  2001:	  2).	  
	  
When	   reading	   this	   explanation	   it	   becomes	   clear	  
that	   the	   individual	   cells	  have	  characteristics	   that,	  
relative	   to	   their	   own	   location,	   work	   within	   a	  
system	  to	  determine	  the	  kind	  of	  pigmentation	  of	  
each	  individual	  cell.	  
	  
Now	   to	   apply	   this	   self-­‐organising	   system	   to	   art	  
and	   the	   artistic	   process	   I	   will	   be	   using	   the	   work	  
Untitled	  (Plastic	  Cups)	  (2006)	  by	  Tara	  Donovan	  to	  
illustrate	   how	   the	   scientific	   components	   can	   be	  
translated	  into	  the	  artistic	  process.	  
I	  will	  be	  relating	  the	  final	  artwork	   to	   ‘the	  pattern	  
and	   structure	   at	   the	   global	   level’.	   This	   ‘pattern	  
and	   structure’	   can	   be	   seen	   literally	   in	   Donovan’s	  
works	   in	   the	   pattern	   like	   formations	   in	   the	   final	  
works	  and	  how	  the	  work	  generates	  itself.	  	  
	  
The	   ‘global	   level’	   or	   final	   work	   in	   an	   exhibition	  
space	   being	   viewed	   is	   made	   up	   of	   ‘lower-­‐level	  
components’,	  which	  refer	  to	  the	  material	  units	  or	  
physical	  fragments,	  used	  in	  the	  making	  process.	  
	  
	  The	   ‘local	   information’	   refers	   to	   the	   inherent	  
qualities	   in	   the	  material	   that	   govern	   the	   process	  
of	   this	   development.	   This	   emphasis	   on	   the	  
inherent	   qualities	   of	   the	   material	   could	   be	  
exchanged	  for	  the	  qualities	  of	  the	  fragments	  that	  
the	  process	   reveals	   and	   the	   knock-­‐on	   effect	   that	  
these	   fragments	   have	   on	   each	   other	   and	   the	  
process	   as	   a	   whole.	   Furthermore,	   the	   system	  
components	  refer	  to	  the	  material	   in	  the	  shape	  of	  
units,	  the	  space,	  and	  the	  artist’s	  needs.	  The	  ‘local	  
information’	   refers	   not	   to	   a	   final	   ideal	   (global	  
pattern)	  or	  in	  the	  case	  of	  the	  artistic	  process,	  the	  
final	  installation	  of	  an	  exhibition,	  which	  is	  viewed,	  
but	   rather	   to	   the	   process	   as	   it	   unfolds	   between	  
the	  material,	  space	  and	  artist.	  	  
	  
I	   am	   using	   the	   self	   organising	   system	   as	   an	  
established	  idea	  to	  fuel	  my	  discussion	  on	  the	  role	  
of	  process	  within	  the	  artistic	  practice,	  not	  only	   in	  
relation	  to	  material	  fragments	  which	  are	  physical,	  
as	  in	  the	  case	  of	  Donovans’	  work,	  but	  also	  to	  non-­‐
physical	   fragments,	   which	   are	   part	   of	   artistic	  
practice.	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I	   am	   examining	   how,	   in	   adopting	   such	   an	  
approach,	   Donovan’s	   chosen	   materials	   influence	  
or	   determine	   her	   working	   process.	   Lawrence	  
Weschler	   (2008:	   151)	   describes	   Donovan’s	  
process	   as	   a	   process	   which	   “slowly	   builds	   up,	  
accretes,	   self	   generates”.	   This	   idea	   of	   ‘self-­‐
generation’	  is	  critical	   in	  Donovans	  process,	  as	  the	  
decisive	   strategy	   in	   utilising	   the	   material	   is	  
derived	  from	  the	  material	  itself.	  	  
	  
It’s	  not	  like	  I’m	  trying	  to	  simulate	  nature…it’s	  more	  
of	  a	  mimicking	  of	  the	  way	  of	  nature,	  the	  way	  things	  
actually	  grow	  (Donovan	  in	  Belcove,	  2003:	  223).	  
	  	  
This	   idea	   of	   self	   generation	   can	   be	   applied	   to	  
Donovans	  work	  in	  two	  ways:	  
	  	  
By	   using	   the	  materials	   own	   attributes,	   to	   create	  
the	   process,	   when	   deciding	   on	   the	   best	   way	   to	  
utilise	   an	   object,	   Donovan	   experiments	   and	   tries	  
many	   possible	   solutions.	   Thus	   the	   success	   or	  
integrity	  of	  the	  installation	  originates	  from	  within	  
the	   actual	   object.	   I	   am	   not	   denying	   the	   work	   of	  
the	  human	  installers’	  hands	  but	  I	  am	  talking	  about	  
what	   the	   work	   requires	   to	   be	   successful	   and	  
complete.	  
	  	  
The	  material	  fragment’s	  attributes	  are	  used	  in	  an	  
almost	  biological/formal	  process	  where	  the	  single	  
unit	   which	   created	   the	   framework	   drives	   the	  
process	   forward	   by	   replicating	   itself	   and	  
expanding	  through	  a	  systematic	  growth	  or	  organic	  
expansion.	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8.	  The	  Structure	  of	  My	  Feeling	  	  	  	  	  	  
	  
Figure	  25	  Ansie	  Nitegeka,	  Sculptural	  Drawing	  I,	  2014,	  Paint	  and	  charcoal	  on	  canvas,	  230	  x	  155cm,	  installation	  view,	  (big	  room),	  Anthea	  Pokroy	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Figure	  27	  Ansie	  Nitegeka,	  Sculptural	  Drawing	  II,	  2014,	  Paint	  and	  charcoal	  
on	  canvas,	  230	  x	  155cm,	  installation	  view,	  (big	  room),	  Anthea	  Pokroy	  	  
Figure	  26	  Ansie	  Nitegeka,	  Sculptural	  Drawing	  I,	  2014,	  Paint	  and	  charcoal	  on	  canvas,	  230	  x	  155cm,	  (big	  room),	  Anthea	  Pokroy	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Figure	  28	  Ansie	  Nitegeka,	  Sculptural	  Drawing	  II,	  2014,	  Paint	  and	  charcoal	  on	  canvas,	  230	  x	  155cm,	  installation	  view,	  (big	  room),	  Anthea	  Pokroy	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Figure	  29	  Ansie	  Nitegeka,	  Sculptural	  Drawing	  II,	  2013,	  Paint	  and	  charcoal	  on	  canvas,	  230	  x	  155cm,	  installation	  view,	  (big	  room),	  Anthea	  Pokroy	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Figure	  30	  Ansie	  Nitegeka,	  Sculptural	  Drawing	  III,	  2014	  Paint	  and	  charcoal	  on	  canvas,	  230	  x	  155cm,	  installation	  view,	  (big	  room),	  Anthea	  Pokroy	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Figure	  32	  Ansie	  Nitegeka,	  Sculptural	  Drawing	  IV,	  2014,	  Paint	  and	  charcoal	  on	  canvas,	  230	  x	  155	  cm,	  (big	  room)	  Anthea	  Pokroy	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Figure	  33	  Ansie	  Nitegeka,	  Sculptural	  Drawing	  IV,	  2014,	  Paint	  and	  charcoal	  on	  canvas,	  230	  x	  155cm,	  detail,	  (big	  room)	  Anthea	  Pokroy	  	  
	   47	  
	  
Figure	  34	  Ansie	  Nitegeka,	  Dolos	  I	  -­‐	  V,	  2013,	  Round	  bar	  and	  paint,	  dimensions	  variable,	  installation	  view,	  (big	  room)	  Anthea	  Pokroy	  	  	  
	  
Figure	  35	  Ansie	  Nitegeka,	  Dolos	  I	  -­‐	  V,	  2013,	  Round	  bar	  and	  paint,	  dimensions	  variable,	  installation	  view,	  (big	  room)	  Anthea	  Pokroy	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Figure	  36	  Ansie	  Nitegeka,	  Dolos	  I.	  –V,	  2013,	  Round	  bar	  and	  paint,	  dimensions	  variable,	  detail	  (big	  room)	  Anthea	  Pokroy	  	  
	  
Figure	  37	  Ansie	  Nitegeka,	  Potential	  Space	  ,	  2014,	  Round	  bar	  and	  paint,	  Paint	  and	  charcoal	  on	  canvas,	  Pine	  and	  used	  tyres,	  dimensions	  variable,	  
installation	  view	  (big	  room),	  Anthea	  Pokroy	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The	  structure	  of	   feeling	   is	  defined	   in	  the	  Penguin	  
Dictionary	  of	  Critical	  Theory	  as	  something	  that:	  
	  
Describes	  the	  actual	  living	  sense	  of	  a	  culture	  during	  
a	  specific	  time	  period	  or	  a	  specific	  generation.	  It	   is	  
the	  area	   in	  which	   the	  official	   consciousness	  of	   the	  
period,	   as	   codified	   in	   legislation	   and	   doctrine,	  
interacts	  with	   the	   lived	   experience	   of	   that	   period,	  
and	   defines	   the	   set	   of	   perceptions	   and	   values	  
common	   to	   a	   generation.	   The	   structure	   of	   feeling	  
of	  an	  epoch	  operates	  in	  the	  most	  delicate	  and	  most	  
tangible	   realms	   of	   human	   activity,	   and	   is	   not	  
uniform	   throughout	   society…Webster’s	   The	  White	  
Devil	   (1612)	   and	   Thomas	   Hobbes’s	   Leviathan	  
(1651)	  have	  in	  common	  a	  ‘very	  precise	  structure	  of	  
feeling’	   centred	   on	   the	   premise	   that	   the	   initial	  
human	   condition	   is	   one	   in	   which	   every	  man	   is	   at	  
war	  against	  every	  other	  man.	  (Macey,	  2000:	  366)	  
	  
From	  this	  quote	  one	  can	  deduce	   the	  coexistence	  
of	   two	   things	   one	   rigid	   and	   written	   down	  
(legislation	   and	   doctrine)	   something	   anyone	   can	  
look	   up	   and	   read.	   The	   other	   is	   something	  
ephemeral,	   not	   something	   anyone	   can	   access	  
(lived	  experience)	  but	  rather	  only	  those	  who	  were	  
there	   in	   the	   actual	   time	   and	   space.	   Furthermore	  
even	   then	   the	   fleeting	   lived	   experience	   is	  
subjective	  and	  coloured	  by	  the	  personal.	  
	  
	  The	   ‘structure	   of	   feeling’	   in	   my	   own	   practice	  
comes	   from	   the	   emotional	   and	   somatic	  memory	  
of	   being	   in	   Richards	   Bay.	   The	   structure	   of	   my	  
feeling	   is	   interconnected	   with	   stories,	   my	   own	  
memories	   and	   retold	   memories	   that	   through	  
imagination	   I	   have	   adopted.	   These	   stories	   or	  
memories	  are	  what	  I	  use	  to	  propel	  my	  process	  of	  
making.	   Furthermore,	   I	   refer	   back	   to	   these	  
ephemeral	   references	   during	   my	   process	   to	  
access	   and	   convey	   the	   state	  of	   being	   in	  Richards	  
Bay	   during	   the	   80s	   and	   90s.	   I	   use	   a	   sense	   of	  
nostalgia	   to	   bring	   all	   the	   fragments	   together	   to	  
create	   a	   whole,	   a	   tool	   without	   which	   the	   fragile	  
nature	   of	   haptic,	   optic	   and	   somatic	   memory	  
would	   shatter.	   I	   have	   replaced	   the	   overtly	  
nostalgic	   subtleties	   of	   the	   Rückenfigur	   with	   the	  
encompassing	  and	  boundless	  nature	  of	  Nishitani’s	  
Emptiness	   to	   create	   a	   dynamic	   potential	   space.	  	  
By	   making	   works	   which	   give	   the	   viewer	   an	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opportunity	   to	   engage	   with	   seemingly	   divergent	  
materials,	   ideas	   and	   views.	  Works	   that	   rely	   on	   a	  
leap	   of	   the	   imagination	   from	   the	   known	   to	   the	  
unknown	   and	   back.	   Biographically	   creating	  
fragments	   of	   a	   state	   of	   being	   which	   cause	   an	  
oscillation	   that	   is	   subjective,	   ephemeral	   and	  
emotive.	  
	  
To	  create	  fragments	  that	  are	  within	  this	  potential	  
space	   I	   wanted	   to	   play	   with	   scale,	   types	   of	  
material	  and	  light.	  I	  used	  the	  tyres	  in	  conjunction	  
with	   the	   T-­‐jetty	   to	   create	   a	   potential	   space	   that	  
was	   elevated.	   Giving	   the	   viewer	   an	   expanse	   to	  
observe	  in	  the	  exhibition	  space.	  I	  also	  wanted	  the	  
potential	   space	   to	   be	   accessed	   from	   a	   specific	  
entry	   point.	   Furthermore	   during	   the	   process	   of	  
making	   and	   researching	   I	   decided	   to	   include	   a	  
‘process	   room’	   in	   the	   exhibition	   space	   that	  
allowed	   me	   to	   understanding	   the	   fragments	  
better.	   This	   space	   allowed	   for	   the	   major	  
fragments	   to	  be	  miniaturized	  and	  understood	  on	  
the	  same	  plane.	  
	  
In	  the	  Text	  A	  Philosophical	  Enquiry	  into	  the	  Origins	  
of	  Our	   Ideas	   of	   the	   Sublime	  and	  Beautiful	   (1757)	  
the	  philosopher	  Edmund	  Burke	  linked	  the	  idea	  of	  
the	   sublime	   with	   terror.	   He	   used	   nature	   and	   its	  
characteristics	   to	  embody	   the	  vehicle	   that	  would	  
bring	   forth	   the	   experience	   of	   terror.	   It	   was	   the	  
experience;	   “a	   kind	   of	   thrill	   or	   shudder	   of	  
perverse	  pleasure,	  mixing	  fear	  and	  delight”	  which,	  
as	   evoked	   not	   by	   beauty	   but	   by	   “vastness	   or	  
obscurity…	   which	   was	   likely	   to	   fill	   us	   with	   a	  
degree	  of	  horror”	  (Morley	  on	  Burke,	  2010:	  15).	   It	  
is	  the	  duality	  of	  fear	  and	  delight	  that	  many	  of	  my	  
fragments	  share.	  
	  
There	   were	   many	   stories	   and	   memories	   from	  
Richards	  Bay	  that	  have	  an	  element	  of	  horror,	  but	  
their	   relationship	   with	   elements	   of	   nature,	   as	  
Burke	   described	   it,	   was	   diluted.	   It	   was	   rather	   a	  
mixture	   of	   nature	   and	   industry	   that	   created	   a	  
context	  where	  stories	  and	  memories	  combined	  to	  
create	   this	  experience.	  The	   fragments	   that	   relate	  
to	  Richards	  Bay	  are	  the	  used	  tyres,	  doloses,	  t-­‐jetty	  
and	  the	  monochrome	  landscape.	  	  
	  
The	   tyres	   are	   an	   extension	   of	   the	   structure	   of	  
feeling	   related	   to	   Richards	   Bay.	   They	   are	  
industrially	   manufactured,	   toxic,	   and	   do	   not	  
degrade.	  Within	  my	  process	  of	  making,	  tyres	  have	  
a	  will	  of	  their	  own,	  to	  cut	  them	  and	  change	  them	  
is	   labour	   intensive	   and	   very	   uncomfortable.	  
Without	   the	   aid	   of	   an	   angle	   grinder	   and	   a	   fume	  
mask,	   it	   is	   nearly	   impossible.	  Melted	   rubber	   and	  
toxic	  fumes	  are	  just	  two	  of	  the	  factors	  that	  affect	  
the	  way	  they	  are	  experienced.	  These	  relationships	  
speak	   to	   the	   structure	   of	   feeling	   in	   Richards	   Bay	  
that	  has	  its	  own	  toxic,	  and	  uncomfortable	  aspects.	  
These	  aspects	  are	  related	  to	  the	  experience	  of	  the	  
T-­‐jetty;	  a	  potential	  space	  in	  its	  own	  right.	  
	  
	  
Figure	  39	  Ansie	  Nitegeka,	  T-­‐jetty,	  2014,	  Pine	  and	  used	  Tyres,	  
dimensions	  variable,	  (big	  Room)	  Anthea	  Pokroy	  
	  
	  
Figure	  40	  Ansie	  Nitegeka,	  T-­‐jetty,	  2014,	  Pine	  and	  used	  Tyres,	  
dimensions	  variable,	  detail,	  (big	  room)	  Artist	  	  
Coupled	  with	  the	  sensation	  created	  by	  jumping	  of	  
the	   t-­‐jetty	   or	   being	   on	   a	   dolos,	   was	   a	   sense	   of	  
conquering	  a	  fear,	  a	  thrill	  of	  doing	  or	  overcoming	  
something	   unseen,	   something	   in	   the	   dark.	   The	  
excitement	  and	  exhilaration	  I	  connect	  to	  the	  dolos	  
and	   the	   ocean,	   the	   thrill	   of	   being	   close	   to	   the	  
crashing	  waves	  relate	  to	  this	  overcoming.	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Figure	  41	  Ansie	  Nitegeka,	  T-­‐jetty,	  2014,	  Pine	  and	  used	  Tyres,	  
dimensions	  variable,	  detail,	  (big	  room)	  Artist	  
	  
Figure	  42	  Ansie	  Nitegeka,	  T-­‐jetty,	  2014,	  Pine	  and	  used	  tyres,	  
dimensions	  variable,	  detail,	  (big	  room)	  Artist	  
	  
	  
	  	  “Indeed	   terror	   is	   in	   all	   cases	  whatsoever,	   either	  
more	  openly	  or	  latently,	  the	  ruling	  principal	  of	  the	  
sublime”	  (Burke	  in	  Morley,	  2010:15).	  The	  mention	  
of	   openly	   or	   latently	   by	   Burke	   is	   important	   in	   as	  
these	   states	   are	   sometimes	   experienced	   directly	  
but	   often	   are	   like	   a	   ever	   present	   pain	   that	   one	  
forgets	   at	   times	   but	   then	   becomes	   aware	   of	  
periodically.	   This	   awareness	   contributed	   to	  
making	  connections	  between	   the	  combination	  of	  
memories,	   stories	   and	   fragments	   which	   all	   are	  
part	   of	   my	   process.	   There	   has	   been	   mention	   of	  
terror,	   horror,	   excitement,	   thrill,	   and	   pleasure	   a	  
combination	   of	   states	   that	   seem	   to	   be	   located	  
throughout	   the	   spectrum	   of	   experience.	   	   The	  
void,	   emptiness	   or	   nothingness	   is	   a	   space	  where	  
all	   these	   states	   can	   coexist	   dynamically.	   Anish	  
Kapoor	   connects	   the	   void	   to	   a	   “state	   within”.	   A	  
space	  of	   fear	  and	  darkness.	  Kapoor	  describes	  the	  
void	   using	   the	   colour	   black,	   “there	   is	   nothing	   so	  
black	  as	  the	  black	  within.	  No	  blackness	  is	  as	  black	  
as	   that….	   The	  Void	   is	   not	   something,	  which	   is	   of	  
no	   utterance.	   It	   is	   a	   potential	   space,	   not	   a	   non-­‐
space”	  (Kapoor	  in	  Morley,	  1990:	  91)	  
	  
Kapoor’s	   description	   of	   the	   Void	   is	   useful	   in	  
understanding	   the	   pervasive	   quality	   of	   Richards	  
Bay.	  Extending	  the	  nihilistic	  feeling	  of	  a	  continues	  
churning	  machine	  that	  keeps	  producing,	  breaking	  
down	  and	  changing	  the	  landscape.	  	  
	  
The	   use	   of	   black	   in	   this	   project	   speaks	   to	   the	  
unknown,	  not	  only	  in	  a	  negative	  sense	  but	  also	  to	  
the	   possibilities	   of	   that	   unknown.	   The	   tyres	   and	  
the	   Sculptural	   Drawings	   all	   work	   with	   that	  
potential.	   The	   Sculptural	   Drawings	   use	   different	  
kinds	   of	   black	   to	   change	   the	   colour	   black,	  
(charcoal,	   roof	   paint	   and	   wood	   sealant)	   from	  
something	   that	   would	   have	   absorbed	   light	   and	  
change	   it	   into	   something	   that	   reflects	   and	  
engages	  with	   light.	   Resulting	   in	   works	   that	   need	  
engagement	   by	   the	   viewer.	   Walking	   around	   the	  
work	   the	   light	   falling	   on	   the	   marks	   allows	   for	  
different	  elements	  and	  images	  to	  be	  seen.	  
	  
Seeing	   the	   industry	   in	   Richards	   Bay	   and	  
experiencing	   its	   effects	   was	   one	   way	   to	  
experience	   the	   “mode	  of	   being”	   in	  Richards	  Bay.	  
Stories	   my	   father	   told	   me	   about	   industrial	  
accidents;	  men	  falling	  into	  gigantic	  pots	  of	  molten	  
aluminium,	  men	   loosing	   limbs,	   seemed	   the	  norm	  
in	   this	   unknown	   potential	   space.	   The	   knowledge	  
The	  memory	  of	  being	  attracted	  to	  something	  so	  
destructive	  and	  dangerous	  with	  youth	  skewing	  the	  
comprehension	  of	  the	  full	  possibilities	  of	  the	  
intersection	  of	  the	  two.	  
	  
The	  hot,	  hard	  and	  rocky	  concrete	  surface	  under	  
your	  feet	  and	  sometimes	  behind	  your	  back,	  the	  
sticky	  salt	  residue	  on	  the	  skin	  and	  the	  often	  
stinging	  sandy	  hot	  wind,	  with	  moments	  of	  relief	  
and	  shrill	  screams	  as	  the	  water	  sprays	  over	  the	  
pier	  wall.	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of	   industry	  as	  the	  final	  destination	  for	  those	  who	  
lived	   in	   Richards	   Bay,	  whether	   it	  was	  working	   at	  
the	  plant	  or	   some	  other	   indirect	   service	  affected	  
me.	  It	  left	  one	  feeling	  caught	  up	  in	  a	  never-­‐ending	  
cycle,	   where	   individual	   action	   seemed	  
meaningless.	  	  
	  
Before	  there	  was	  a	  new	  dredger	  and	  t-­‐jetty	  with	  
fences	  and	  a	  new	  pipeline,	  we	  could	  access	  the	  
fixtures	  freely,	  climb	  onto	  and	  jump	  off	  the	  pipe	  
into	  the	  ocean….	  We	  were	  warned	  that	  there	  were	  
stones	  and	  big	  rocks	  under	  the	  water	  but	  we	  still	  
took	  the	  chance.	  Experiencing	  the	  thrill	  of	  jumping	  
into	  the	  murky	  water,	  knowing	  there	  is	  a	  risk	  but	  
not	  fully	  understanding	  it	  and	  doing	  it	  again	  and	  
again.	  	  
	  
The	  industry	  has	  a	  relationship	  to	  Donovan’s	  work	  
as	   she	   herself	   thinks	   of	   her	   work	   as	   re-­‐
manufacturing	   material.	   A	   remanufacturing	   that	  
happens	   without	   machines,	   via	   an	   intense	  
engagement	  with	  each	  material,	  which	  results	  in	  a	  	  
system	   for	   installing.	   Each	   installer	   is	   valuable	   in	  
their	  own	  right	  as	  they	  work	  independently,	  using	  
their	   own	   judgement	   when	   making	   the	  
installation.	   This	   method	   re-­‐manufactures	   an	  
industrial	   material	   through	   an	   installation	  
process.	   Through	   individual	   action	   the	   system	  
works	   and	   the	   installers,	   together	   with	   the	  
material	   characteristics,	   use	   a	   self	   generating	  
system	   to	   make	   the	   installation.	   Similarly	   the	  
dolos	   works	   independently	   in	   its	   function	   but	  
needs	   a	   system	   to	   be	   effective.	   The	   dolos	  
represents	   and	   also	   is	   in	   some	  ways,	   a	   potential	  
space.	   It	   is	  a	  border.	   In	  the	  metaphor	  for	  room	  A	  
and	   B,	   it	   could	   stand	   in	   for	   the	   board	   which	  
separates	  but	  also	  connects	  the	  two	  spaces,	  and	  is	  
also	   a	   marker	   for	   that	   which	   is	   not	   seen,	   but	  
which	   exists.	   It	   could	   be	   argued	   that	  
interconnectedness	   is	   what	   the	   dolos	   embodies,	  
there	   in	   the	   space	  next	   to	   the	  ocean,	  where	   it	   is	  
lies.	   In	   bringing	   it	   into	   another	   space	   the	  
potentializing	  quality	  of	   the	  dolos	   is	   transplanted	  
and	   gives	   another	   space	   potential.
	  
	  
Figure	  43	  Ansie	  Nitegeka,	  Sculptural	  Drawing	  II,	  2013,	  Paint	  and	  
charcoal	  on	  canvas,	  230	  x	  155cm,	  detail	  (big	  room)	  Anthea	  Pokroy	  
	  
	  
Figure	  44	  Ansie	  Nitegeka,	   Landscape	  Fragment,	  2014,	   Sand,	  Oxide	  
and	  paint	  on	  wood,	  200	  x	  80	  x	  45	  cm,	  detail	  (process	  room)	  Artist	  
My	  eldest	  brother	   fell	   into	   the	  doloses	  as	  a	  child,	  
my	   mother	   described	   having	   a	   bad	   feeling;	   she	  
went	   looking	   for	  him.	  She	  walked	  out	  on	  the	  pier	  
and	  a	  small	  figure	  met	  her	  on	  the	  way,	  she	  didn’t	  
recognise	   him	   immediately,	   he	  was	   covered	  with	  
blood.	   She	   described	   that	   whenever	   one	   of	   her	  
children	  was	  badly	  hurt	  how	  she	  went	  into	  “panic	  
stations”	   where	   she	   was	   almost	   incapacitated…”	  
(My	  mothers	  story).	  	  






Figure	  45	  Ansie	  Nitegeka,	  Dolos	  I	  -­‐	  V,	  2013,	  Round	  bar	  and	  paint,	  
dimensions	  variable,	  installations	  view,	  (big	  room)	  Anthea	  Pokroy	  
	  
In	   the	   space	   of	   separation	   and	   connection	  
between	   the	   solidity	   of	   the	   land	   and	   the	  
unfathomable	  complexity	  of	  the	  ocean;	  the	  dolos	  
enables	   the	   imaging	   of	   emptiness.	   The	   dolos	  
stands	  as	   the	  marker	   that	  acknowledges	  but	  also	  
illustrates	   the	   closeness	   and	   existence	   of	   the	  
incommensurate	  and	  the	  co-­‐existence	  of	  dualities	  
and	   their	   participation	   in	   an	   expanse	   (this	  
expanse	   is	   a	   shift	   in	   a	   state	   of	   being	   or	   an	  
oscillation	  between	  states	  of	  being).	  Shōtō	  talks	  of	  
the	   “relationship	   between	   disparate	   individual	  
things	   that	   are	   incommensurate	  with	   each	   other	  
and	   the	   mutual	   relationship	   between	   all	   things	  
occupying	  a	  specific	  localized	  ‘space’	  in	  the	  world”	  
(2008:	   78).	   I	   am	   very	   interested	   in	   the	  
“incommensurable”,	   trying	   to	   understand	   the	  
relationships	   between	   things	   that	   in	   actuality	  
have	  no	  common	  standards	  to	  be	  measured.	  
	  
	  
Figure	  46	  Ansie	  Nitegeka,	  Miniaturised	  Fragment	  II	  (sculptural	  




Figure	  47	  Ansie	  Nitegeka,	  Miniaturised	  Fragment	  III	  (dolos),	  2014,	  
Steel	  wire	  and	  paint,	  50	  x	  50	  cm,	  (process	  room)	  Artist	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Figure	  48	  Ansie	  Nitegeka,	  Miniaturised	  Fragment	  IV	  (t-­‐jetty),	  2014,	  
Pine,	  80	  x	  50	  x	  12	  cm,	  (process	  room),	  Artist	  
	  
Before	  the	  potential	  space	  was	  accessible	  through	  
looking	   and	   thinking	   about	   an	   Image.	   Caspar	  
David	   Friedrich,	   through	   his	   paintings,	   created	   a	  
pictorial	  sublime	  which	  a	  select	  few	  could	  access.	  
Within	   the	   image	   was	   a	   singular	   man,	   elevated	  
above	   everyone	   else	   –	   within	   a	   context,	   which	  
seemed	  almost	  Godly,	   in	  the	  Western	  sense.	  This	  
lone	  man	  had	  access	  to	  the	  void.	  	  
	  
Yves	   Klein	   with	   his	   work	   Leap	   into	   the	   Void	  
continues	  with	  the	  perspective	  of	  the	  artist	  as	  the	  
one	   with	   the	   accessibility	   to	   the	   void,	   but	   he	  
activates	  this	  potential	  space.	  He	  leaps,	  leaving	  an	  
opening	  for	  anyone	  to	  take	  his	  place.	  He	  has	  also	  
brought	   the	  void	  down	  to	  street	   level,	   creating	  a	  
space	   that	   is	   accessible	   to	   anyone	   willing	   to	  
engage.	   Furthermore,	   Klein’s	   blue	   monochrome	  
paintings	   are	   using	   the	   activating	   mechanism	   or	  
potential	   space	   of	   the	   judo	   mat,	   and	   bringing	   it	  
into	   painting.	   Both	   Leap	   into	   the	   Void	   and	   the	  
blue	   monochromes	   relate	   to	   both	   my	   sculptural	  
paintings	   and	   the	   doloses	   with	   a	   focus	   on	  
activating	   space,	   or	   ‘potentializing’	   space.	   This	  
space	   is	   not	   usually	   recognised	   as	   potential	   or	  
valuable.	   In	   the	  sculptural	  drawings	  which	  are	  all	  
black	   there	   is	   a	   focus	   on	   engagement	   of	   the	  
viewer	  where	  different	  values	  of	  black	  changes	  a	  
black	  monochrome	   into	   a	   surface	  which	   through	  
engagement	   culminates	   in	   more	   than	   the	  
expected	   value	   of	   black.	   This	   also	   relates	   to	  
nothingness	   and	   Nishitani’s	   thesis	   that	   both	  
something	   and	   nothing	   coexist,	   thus	   reiterating	  
the	   point	   of	   finding	   activation	   or	   potential	   in	  
spaces	  which	  are	  not	  conservatively	  seen	   in	  such	  
a	  way.	  
	  
In	   Tara	   Donovan’s	   work,	   accessibility	   is	   created	  
not	  only	  by	  installations	  on	  floor	  level	  but	  also	  by	  
the	  use	  of	  everyday	  mass	  produced	  material	  that	  
are	   familiar	   and	   recognizable;	   creating	   a	   ‘lofty’	  
perspective	   giving	   the	   viewer	   a	   birds	   eye	   view	  
over	   complexity	   and	   creation.	   The	  materials	   and	  
works	   are	   not	   immediately	   recognisable	   creating	  
wonder	   in	   the	   viewer	   and	   an	   engagement	   with	  
the	  work	  that	  is	  not	  thought	  about	  but	  rather	  felt	  
The	  Everyday	  Sublime	  as	  seen	  in	  Donovan’s	  work	  
reiterates	  the	  making	  of	  value	  from	  nothing.	  
	  
By	  tracing	  the	  biography	  of	  the	  material,	  Richards	  
bay	  created	  the	  structure	  of	  feeling	  that	  describes	  
the	   Industrial	   sublime.	   The	   industrial	   sublime	  
relates	   to	   the	   things	   latent	   and	   complex	   in	   my	  
state	   of	   being.	   This	   research	   highlights	   that	  
Nothingness	   creates	  a	  plane	  of	  equality	  between	  
incommensurate	   elements	   creating	   the	  
boundlessness	   which	   best	   describes	   the	  
contemporary	   experience	   of	   the	   sublime	   within	  
my	   practice.	   This	   contemporary	   sense	   of	  
boundlessness	   does	   not	   only	   relate	   to	   the	  
vastness	   of	   existence	   but	   the	   dynamic	   and	  
continuous	   production	   within	   the	   contemporary	  
sense	  of	  being.	  Today	  the	  self-­‐	  generating	  system	  
is	  an	  intrinsic	  part	  of	  everyday	  life	  and	  the	  artistic	  
process	   within	   sculpture	   and	   painting,	   where	  
individual	   fragments	   create	   on	   their	   own,	  
inspiring	   and	   feeding	   the	   form	   of	   making	   within	  
the	  next	  fragment.	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